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PREFACE. 

I. 

Musical composition^ in its creative aspect, can not be taught. It is a 
distinctly subjective expression of the individual; it comes from within, 
not from without; its individuality is what gives it value. 

But there is a necessary medium, a technic of expression, and this technic 
can be taught, and must inevitably be acquired. He who would write English 
poetry must first learn the granunar, and other elements, of English expres- 
sion. No matter how great the genius, or how overwhelming his thought 
and emotion, he can no more dispense with technic than he could dispense 
with a tongue in speech. 

A textbook of harmony, a^d of the elementary technic of musical expres- 
sion, is, therefore, a necessary and important thing for him who desires to 
imderstand what great musical minds have recorded, and who purposes to ex- 
press himself in the lai^;uage of tone. 

n. 

The present volume is a completely re-written and slightly enlarged ver- 
sion of The Theory and Practice of Tone-rdaiions, first published in 1892. 

The objects of this revision were: To purify and simplify the diction; 
to clarify the musical illustrations; to increase, considerably, the exercise-ma- 
terial; and to render the latter as easy as possible of solution for the student. 

Particular emphasis is laid, throughout, upon the element of melody^ 
since melody is the soul and life of good music. 

In all outward respects this new edition corresponds exactly to the pre- 
vious ones, the order of chapters and their contents having been retained. 
Only the numbering of paragraphs and examples has been partly changed. 

» 

m. 

Those who intend to continue their studies, after completing this elemen- 
tary course in harmony, may proceed with the larger and more exhaustive 
text book. The Material Used in Musical Composition. Their preparation will 
justify them in passing rapidly over the first hundred pages of this book, and 
this they are advised to do, beginning their thorough work at Part III. 

Percy Goetschius. 

Nxw York City, October, 1916. 
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THE THEORY AND PRACTICE 
OF TONE-RELATIONS. 



DIVISION ONE. 

CONCORD HARMONIES. 



CHAPTER I. 
TONE AND KET. 

1. A Tone/ or musical sound, is distinguished from sound or noise in 
general, in being fixedj instead of undulating; in maintaining a certain lo- 
cation in the realm of sound like the tone of a bell or whistle, in distinction to 
the ever-varying moan of the wind. This distinction is most apparent in 
our treatment of the voice in singing and in speaking, respectively; in sing- 
ing we produce tones, by firmly maintaining a certain degree of tension of the 
vocal cords for each utterance, while in speaking no such tension is sustained, 
and the voice therefore simply undulates. 

2. Like the tones of the voice, so all tones in nature are owing to the in- 
tentional or accidental tension of some elastic body, which, on account of 
this tension, maintains its vibration, when set in motion, at the same (incon- 
ceivably high) rate of speed, thus fixing the location or pitch of its tone. This 
fiodng of the sound is the very first act in the evolution of musical science. 
By fixing the sound, as tone, it becomes an object of experiment, observation 
and association; it enters into perfectly definite relations with other fixed 
tones, which cluster about it as their centre, and thus it becomes an art-factor. 

3. The sound-waves, generated by the vibration of the elastic body from 
which a tone is to be elicited, are as regular in their velocity as the succession 
of vibrations, and can therefore be indicated by an arithmetical ratio or nuwr 
ber. 

Hence, a tone, being a fixed quantity, can be designated by a number, and 
the relation of tone to tone is purely a matter of mathematical ratio. 

4. For illustration, the sensation or tone called a^, and written on the 
second space of the G-staff, is aroused by sound-waves acting upon the drum 
of the ear at the even velocity of 435 strokes (870 alternate condensations and 
rarifications of air) in a second of time. Therefore this tone, aS is designated 
by the number 435. Every pianoforte string or violin string vibrating at 
exactly this rate of speed will be in perfect Unison with the tone a^, and 
the arithmetical ratio of one to the other is 435 to 435, or i : i. 

I 
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5. Another string of half the length, and vibrating exactly tmu as fast 
(870 times a second), will produce sound-waves with which the sound-waves 
of the first tone obviously agree, stroke for stroke, so that there is no actual 
conflict of pulsation, and the effect upon the sense is that of consonance (agree- 
ment or harmony of sound). But the shorter string adds an intermediate 
wave to each wave of the longer string, thus altering the quality of what is 
virtually the same tone, so that it impresses the ear more acutely, and sounds 
(as the parallelism of sensation involuntarily induces us to assume) higher. 
This new tone, designated by the number 870, is then the closest relative of 
a^; it is therefore also called a, but the distinction in quality, or degree of 
acuteness, or location, is indicated thus — a' — and it is written on the first 
l^er-line above the G-staff. 

6. The relationship thus established (435 to 870, or i : 2) is called the 
Octave, and is the same in both directions, self-evidently. That is, a string 
vibrating 217} times a second, or ^/ as fast as the first one (a^), will produce 
the next lower octave, a, written on the second leger-line below the &staff. 

a2 -&- 870 






apirazzl?*; 



a :^ ai^i 



The tone-relation of the octave does not arise from the association of two 
different tones, but merely indicates a distinction of register. For this reason 
the octave is of no other value in active harmony than to effect the dupli- 
cation of tones, or the extension of the harmonic body into higher and lower 
registers, without adding any new factor. 

7. In order to find a new tone which, while associating harmoniously 
with the first, will still furnish a starting point for actual tone-combination, 
it b equally obvious that the next simplest mathematical ratio must be taken; 
that is, I to 3, or 217 J : 65 2 J. The sensation (or tone) produced by the action 
of 6s2§ sound-waves in a second upon the ear, is e*, written on the fourth 
space of the &staff, and constituting the interval of a perfect fifth with the 
middle a (a*, representing the ratio 2 : 3 with e*, while i : 3 is the ratio with 
the lower a). Thus: 



Ex. 
1. 



m 



8 



-^- 



pisr. nfTH — I 

810 



• OOTAVl 1 ntrrAvm 



I OOTAy» 



8. From this the facts are deduced, that, while the unison and octave 
are the simplest and most intimate tone-relations, 

the perfect fifth is the simplest mathematical ratio and there- 
fore the closest relation that exists between two different tones. 



Par, 9. THE SCALE. 3 

For this reason the perfect fifth, which we will call a harmonic degree, must 
constitute the basis of the whole s}^tem of tone-combination, and the stand- 
ard of measurement in harmony. 

THE SCALE. 

9. From the infinite multitude of possible tones perceptible to the ear, 
the intuition of man (in civilized countries) has singled out a limited number 
(at first 7, later 12), which, with their reproduction or duplication in higher 
and lower registers, by the octave relation, represent the entire absolute tone- 
material of the art of music. The group of seven tones forms a Key or Scale, 
and is collected in accordance with the above standard (the harmonic degree) 
in the following manner: 

Any tone may be chosen as "kejmote" or chief of the group; with this, 
no other tones will more naturally and reasonably be associated than its per- 
fect 5th abtne and bdow, as next in order of importance in the group. The 
ne3ct member is the perfect 5th above the upper tone; and in the same man- 
ner a new higher perfect 5th is associated with each preceding member, until 
a tone is reached which would contradict the lowest one. Thus, assiuning the 
tone C as keynote: 




s: 



25 

Keynote *i) 



\ 



«=* 



*i) The tone F-sharp does not appear in the authentic group, or key, or family of C, be- 
cause it contradicts F-natural, the lowermost member. Why the latter, F-naturalf should 
be preferred to F-sharpy notwithstanding it lies belaw what should properly be the funda- 
mental tone, or basis (C), and how very frequently the F-sharp is nevertheless preferred to 
F-natural, and adopted as momentary member of the C-family, wiU be seen in time. 

10. This illustration also accounts for there being no more nor less than 
jvist seven members in an authentic scale, or family of tones, usually called 
a key. There is no question in this case about the six tones, c, gj d, a, e, ft, 
all of which lie above the fundamental keynote; and as to F-natural or F- 
sharp, it is certain that one or the other must be admitted into the family of 
C, and preference is given to the F-natural, because of its direct relation to 
the ke3mote. 

11. This is the true natural scale, composed of equal contiguous intervals. 
For the sake of convenience, the seven tones are drawn into close proximity 
by simply transferring certain tones down or up by the octave-relation (where- 
by, as shown in par. 6, their significations are in no wise altered). In this 
way the so-called diatonic scale is obtained. 
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Ratanl scale: 
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f C g d a € b 
Transferred by the octaire : or, as Diatonic scale : 



jt=4 ] " ^ '^ " i IWI ^ ^^ " " ' B 



f C g d a e b C d e f 

12. This diatonic scale comprises the tones of the major mode, so desig- 
nated for reasons given later. Upon examination it is foimd that the con- 
tiguous intervals of the diatonic scale, milike those of the natural scale, are 
not uniform, but differ as follows: 

I Q . ==g- 

bls T — ^^ ^ =g: 



Ex. 



W 



z? f^ 

whole step wh. step \ step wh. st. wh. st. wh. st. } st. 

\ I I I I I I I I I I I I I 

*i) Here the keynote Is reproduced in the next higher octave, in order to complete the 
Gircuit of tones. 

That is, the distance between the jJ ani 4th tones, and also between 
the 7th and 8ih tones, is only half as great as that between aU the other con- 
tiguous tones. This has no other importance for us at present than to il- 
lustrate the accidental relative location assumed by the seven tones * when 
transferred from their order in the natural scale, to that of the diatonic scale. 
At the same time, it is a convenient external guide to the ready mechanical 
formation of any diatonic major scale, and should therefore be carefully 
observed. 

*) These tones are called scale-steps (or, frequently, degrees of the scale — i.e., diatonic 
scale). 

13. The diatonic form of the scale is that upon which all practical compo- 
sition is based. The names given to the seven scale-steps (numbered from 
the keynote upward), arranged according to their relative importance, are 
as follows: 

First step — Keynote or tonic; 

5th step (perf. 5th above Tonic) — dominant (dominating tone); 

4th step (perf. sth below Tonic) — subdominant; 

2d step (perf. 5th above Dom.) — second dominant; (also known as 
supertonic); 

6th step (midway between Ton. and Subdom.) — submediant; 

3d step (midway between Ton. and Dom.) — mediant; 

7th step — leading-tone. Thus : 



Par. 14. 



INTERVALS. 



5 



Tonic Dominant Tonic Subdom. 



Ex. 
5. 

C major 



and 
Dom. Dom. Mediant 



^ 



2Z 



-a- 



-or 



s: 



s: 



Submed. 



Leading-tone 



m 



-w^ 



14. Of these seven steps, three are greatly superior to the others and are 
therefore called principal scale-steps. 

They are, self-evidently, the tonic and its two perf .-5th relatives, the domi- 
nant and subdondnant. 

The 2d, 6th and 3d steps are called subordinate. The Leading-tone has 
specific melodic qualities. 

LESSON L 

A. Write out every major scale, first in its Natural and then in its Diatonic form (Ezs. 2 
and 4); use no signature, but place the respective accidental before each inflected tone. 

B. Write out the 7 steps of every major scale in the order of their importance, namely: 
Tonic, Dom., Subdom., 2d Dom., Submed., Med., Leading-tone. 

C. Name, mentally (in response to the teacher's question), the 3 principal tones of every 
scale. 

D. Play the 3 principal tones of every scale on the keyboard in this order: Ton., Subdom., 
Dom., Tonic. 



CHAPTER n. 

INTERVALS. 
16. The association of any two tones is called an interval. 

The term interval, meaning a space, refers to the distance between notes upon the tmtten 
staff. But the true musical signification of "interval'' is "tone-reladon" — the relation 
established by associating the tones. 

Intervals are always counted upward, 

along the diatonic major scale of the lower tone. 
The number of the step which is occupied by the upper tone is the numer- 
ical name of the interval. For example: 



8th or Octave 



7th 6th 5th 



Ex. 
6. 



i 



-^- 



-a- 



-fi?- 



Prime 

or 

4th 3d 2d Unison 5th 2d 7th Sth 

fa -^- 
,-g- 



:22: 



•i) 



-tS"- 



:f- 



J25r 



etc. 



«2) «3) 



*i) From c^ to c* is an Sth or octave, because, counting upward along the major scale of 
C, the next c is the Sth step, C-B is a seventh, as h is the seventh step from C, in ascending 
succession. — *2) Whether within or beyond an octave, the name of the interval invariably 
corresponds to the number of the step of the scale occupied by the upper tone. (Comp. par. 
6, last lines.) — ^3) The only exception is in the case of the interval next above the Sve, 
which in some special cases (see par. 26) is called a ninth, instead of a second. 
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DIATONIC INTBRVALS. 

16. All those intervals which agree with the natural major scale (i.e., 
where the upper tone corresponds exactly to the scale-step of the lower tone 
as tonic), are called natural or diatonic intervals. Hence, the intervals in 
Ex. 6 are all diatonic. They are qualified as perfect, or as major, as follows: 

The diatonic (or scale) unison, fourth, fifth and octave are perfect The 
diatonic (or scale) second, third, sixth and seventh are major. 



E-Flat Major 



Perfect 



7^-^^ 



-t^ 



b a; bg <^ 



■^- 



isc 



I 



d2s: 



•i) 



Major 
•a) 



P^ .to 



Itoo v i S * b g b S 



32: 



h y b a^ \ IS^ 



^S 



Unison 8th 5th 4th 7th 6th 3d 2d 

*i) E'flat - b-JlcU is a "perfect 5th"; a "5th/' because b-flat is the 5th step of the major 
scale of £^flat; and a "perfect'' 5th, because b-flat exactly corresponds to the scale of £-flat, 
and because] diatonic sths are qualified as "perfect" (not "major''). — *2) E-fiat^d is a 
"major 7tli" (not "perfect"), for similar reasons. 

CHROMATIC INTERVALS. 

17. But the upper of two tones does not always agree thus with the major 
scale of the lower tone; for example: 



i 



^^ 



iff: l i^ I fe' 



etc 



Such tone-relations are termed chromatic intervals, and are qualified as fol- 
lows: Any perfect interval when extended by an accidental before the upper 
tone (the letters remaining the same) becomes augmented; when similarly 
contracted, it becomes diminished. Thus: 

•i) Fourths •a) 



Ex. 
8. 



i 



-gy 



;!& 



-zg- 



Jte 






Perfect 5th Augmented 5th Diminbhed 5th Perf . Augm. Dim. 

*i) Not iMuUural instead of c-flai. The letter c confirms the interval as a " 5th" of some 
kind or other. The letter h woidd be some species oi fourth, — *2) Not a instead of b-daubU- 
flat; the letter must remain imchanged, as it determines the nimierical name of the interval. 

18. Analogously, any major interval when extended by an accidental 
becomes augmented; 

when contracted by an accidental, a major interval becomes minor* 
One similar contraction of a minor interval, or two contractions of the cor- 
responding major interval, will result in its diminution. Thus: 

Sixths «i) Thirds «2) 



i 



& iy ^ 1 



Ex. 
9. 



1^ 



-^- 



■zy 



sr 



•V 



-a- 



-o- 



Maj. 6th Augm. 6th Min. 6th Dim. 6th Maj. Augm. Min Dim. 

*i) Not c for b-sharp, — *2) Not d for c-dauble-sharp. 



Par. x^. 



INTERVALS. 



19. The application of this rule to certain tones may result in very un- 
usual notation. For example, the augmented 3d of d-sharp must be f-tripte- 
sharp: the major 3d of rf is f-sharp, and, therefore, the major 3d of d-sharp 
is f-daubk'Sharp; this, augmented, becomes f-tripU'Sharp. 
Likewise, the diminished 3d of c-jlai is e-triple-flat. 



Ex. 
10. 



i 



Major Third 



Augm. 3d 



Maj. 3d Min. 3d Dim. 3d 



*^ 



or 



"xy 



t 



■az. 



^is: 



i 



IS1 



mz. 



m 



s: 



J2s: 



mi 



m 



10- 



■^ 
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Such intervals are "imusual," but quite as possible as any. They simply 
lie unusuaUy remote from the tone C, which has been adopted as a centre, 
or starting point, in music notation. 

Further, while it is natural that only the comparatively related tones should 
be associated, it is possible to imite any two tones, at least casually and briefly. 
Thus: 

Double-augm. 8th Double-augm. 4th 



Ex. 
11. 



\ ij *j f "tj 



^ 



g& 



LESSON 2. 

A. Write out the perfect 4th and perfect 5th of the following tones: C, G, F, D, B-flat, 
A, E-flat, E, A-flat, B, D-flat, F-sharp, G-flat, C-shaip, C-flat, G-sharp, D-sharp. — Write 
out the major 3d and major 6th of the same tones. — Write out the major 2d and major 
7th of the same tones, in optional order. — Write out the augm. 2d, 3d, 4th, sth, 6th, 7th, 
and Sth of F, B-flat, E-flat, A-flat, D-flat, C, G, D, A, E, B, G-flat, C-flat, F-sharp, C-sharp, 
D-sharp. — Write out the minor 7th, 6th, 3d and 2d of the same tones. — Write out the 
dim. Sth, 7th, 6th, 5th, 4th, 3d and 2d of the same tones, in optional order. 

B. Name the following given intervals: 



iLaJ. 






W 



to" 



^\SL 



t5>- 



$ 






xa. 



tnrTSr 



\\!f9- 



^ 



izz 



-fiL 



|9 



e 



^ 



IS 



J22Z: 






vi9 



*2) 



•2) 



^) 



i 



^ 



h&- 



6^ 






■SL 



i 



^ 



J2S 



2: 



Mv 



X-*- 



-»■ 



•b»- 



fe 



-&- 



-V 



"bz^ 



10- 



*i) The lower tone is to be regarded, in every case, as a tonic. The number of the 
upper step is the name of the interval; if the upper tone conforms to the scale, the interval 
is either perfect or major, according to Ex. 7; if not, it is augm., minor, or dim., according to 
Exs. 8 and 9. — *2) In case the lower tone is an impracticable tonic, as here, slnfi the interval 
bodily upward or downward, but without changing the letters. Thus: 



i 



xg 



\'^ 



^ 



^Ag 



Jus: 



lowered 



raised 



etc. 



8 



THE THEORY AND PRACTICE OF TONE-RELATIONS. Par. aa 



CHAPTER m. 

CHORD-CONSTRUCnON. 

CONSONANCE AND DISSONANCE. 

80. As has been seen, the most intimate intervals are the unison, octave 
and perfect fifth (par. 8). The other interval-relations are qualified accord- 
ing to the same rule of vibratory ratio, which determines their respective 
degrees of consonance or euphony with mathematical certainty, leaving noth- 
ing to the fallible and unreliable ear but to confirm and accept the result, 
correcting itself, if need be, thereby. 

The next simplest arithmetical ratio is 3 : 4; two sets of sound-waves 
acting upon the organ of hearing in these proportions of velocity produce 
the double sensation of the perfed fourth. This is illustrated in Ex. i, be- 
tween the upper two tones, ^ and c?. The average ear will perceive that 
this interval is somewhat less agreeable than the perf. 5th, albeit the tones 
are the same, and therefore its harmonic signification is identical with that of 
the sth. The ratio 4 : 5 gives the major 3d; 5 : 6 the minor jd; conse- 
quently, the former is the better (more consonant) interval of the two. As 
the ratio becomes more complex, the tones are observed to approach each 
other, and the grade of consonance gradually decreases. Thus: 






(at Pianof .) 



2 :3 



354 



4:5 



5:6 



3z: 



.^^ 



:^ 



z: 



^ 



% 



Consonances 



perf. 8 perf. 5 perf. 4 Maj. 3 Min. 3 

21. The next ratio, 8 : 9, is the major 2d, which is palpably no longer 
consonant, but dissonant, because the conflict of tone-waves here reaches an 
extent which is disagreeable. Hence, the minor third is the smallest conso- 
nant interval. The ratio 15 : 16 gives the minor second, which is still more 
palpably dissonant. 

8:9 15 : 16 



Ex. 

13. 

(at Pianof.) 



i 



w 



IS^ 



^g^ 



Dissonances 



Maj. 2d Min- ad 
mVERSION. 



22. The inversion of an interval is obtained by reversing the letters, so 
that the lower tone becomes the upper. 



i 



■2^ 



da Ord 

As this merely involves the octave-relation, it is evident from par. 6 that 
an interval and its inversion are practically identicaL 



Par. S3. 



CHORDS, 



23. All consonant intervals remain consonant after inversion, and dis- 
sonances remain dissonant. The complete table of consonances and disso- 
nances is therefore as follows: 



Consonances 



Dissonances 



Perfect octaves, and their inversions, perf. unisons; 

Perfect fifths, and their inversions, perf. fourths; 
*i) Major thirds, and their inversions, minor sixths; 
*i) Minor thirds, and their inversions, major sixths. 

Major seconds, and their inversions, minor sevenths; 

Minor seconds, and their inversions, major sevenths; 

and also all augm. and dim. intervals, on accoimt of 

their obliquity to the scale. 



*i) Major and minor 3ds and 6ths, being no longer perfect intervals, are distinguished 
as imperfect consonances. 

CHORDS. 

24. Chords are associations of more than two tones, in exclusively, or at 
least preponderantly, consonant interval-relations. Giving first preference 
to the perfect 5th, as a matter of course, the skeleton of a chord erected upon 
the tone g (for example) would be 



i 



-^' 



This is the ratio 2:3 (or 4 : 6, which will prove more convenient). The 
third tone, necessary to develop the " interval " into a complete " chord," must 
be in consonance with each and both of these tones, therefore the simplest 
ratio for the three tones together is 4 : 5 : 6, which mathematically deter- 
mines what the ear also imhesitatingly sanctions, namely, the addition of 
the tone i-natural: 



i 



This is the primary three-tone chord-form and furnishes the incontestible 
model of all 

primary or fundamental chord-structurey namely: Any tone as given basis, 
with its major third and perf ect fifth. 

26. Other, externally different, forms can be erected, in which again all 
the intervals are consonant. Thus: 



Ex. 
14. 



i 



■i9- 



.O- 



* 



-i5»- 



-9- 



^ 



■V 



■i9- 



lO- 



But these are all readily recognizable as modifications of the original form, 
obtained solely by means of the octave-relation, which never alters the harmonic 
significance, but simply effects a more or less complete inversion of the chord. 



to 
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26. No other forms than these can be constructed without marring the 
consonant condition of the chord; in other words, cansonafU chords, or Con- 
cords, are limikd to three tones. Still, the fimdamental principle of chord- 
structure here revealed may be extended, in order to give the chord a more 
copious form. Thus, the structure of ascending thirds may be extended 
to a new t(Hie, 



i 



but this new tone (in this case f) must necessarily constitute a dissonant in- 
terval (7th) with the fimdamental tone, for which reason chords of four tones 
will invariably be dissonant Chords or Discords. 



A three-tone chord with one or more duplicated tones (as 
g'g-b-dy g'lhd-d, etc.) evidently does not belong to this spedes of 
genuine ''4-tone" chords. 

Still another upper third may be added, thus: 



i 



.GL 



.OL 



-«g- 



s=q 




but the new tone (in this case a) gives rise to two additional dissonant inter- 
vals, namely, a 7th with 6, and a 9th with g (see Ex. 6, note *3). 

27. Dissonant chords are not only admitted, but even deemed necessary 
in music, on account of their contrast with consonant harmonies, and the 
peculiar quality of activity which their dissonances involve. But the follow- 
ing limitations are dictated by wisdom: first, as discords are merely extended 
forms of the concords, their application should be deferred until the relations 
and progressions of the primary three-tone forms have been thoroughly mas- 
tered; and second, the dissonant intervals must be introduced in moderate 
and judicious proportion to the consonances; hence, while 4-tone chords may 
be imexceptionable, those of 5 tones are more rare, and the addition of still 
more dissonances (as six or seven-tone chords) is obviously out of the question. 

It is true that dissonances are often multiplied, so that occasionally even all seven letters 
of the scale are associated simultaneously — for example, at X, 




( Mendelssohn, op. 83 > 



But sudi dissonant dusters are never "chords." Their demonstration will appear in due 
time. 



Far, aS. 



RELATION OF TRIADS WITHIN ONE KEY. 



II 



The concise definition of a chord is, then: 
fhe combination of three (or four, or five) tones in thirds, or in 
inverted forms reducible to thirds (see par. 25). 
29. The structure of thirds is the fundamental chord-form: 



a 



In ilm form the lowermost tone is the root of the chord, from which the latter 
takes its name, according to the name of the letter, or of the scale-step. Thus: 




is the chord of C, or, in C major, the Umic chord, because C is its root. The 
other tones (« and g) are called the third and fifth of the chord, according to 
their interval-relations with the root. Two additional tones would be called 
the seventh and ninth. Thus: 



Ex. 

15. 



i 



Chord of G 



-^- 



^^- 



-49- 



\ 



Root Third Fifth 



Root 



Seventh Ninth 



30. Three-tone chords are termed triads; 

Four-tone chords are termed chords of the seventh; 
Five-tone chords are termed chords of the ninth. Thus: 

Triad of C Chord of the 7th of G Chord of the 9th of D 



?e;^ 



M 



\ 



•1) 

*z) Why the ear prefers F-sharp to F-natural in this case will shortly be deduced from 
the simple principles of chord-relation. 

RELATION OF TRIADS WITHIN ONE KEY. 

31. Any step of the diatonic scale {excepting the leading-tone) may be a 
root, and develop into a triad by uniting with its third and hfth. And, as 
already stated, each chord derives its harmonic name jrom the step of the 
scale which its root occupies. For illustration, in C major: 



Ex. 
17. 



i 



Tonic 
Triad 



Dom. 
Triad 



Subdom. 
Triad 



2d-Dom. 
Triad 



Submed. 
Triad 



Med. 
Triad 



"S" 



^ 



22: 






■25- 



^ 



^ 



For convenience, the triads'are also designated by Roman numerals, coinciding with the 
number of the step on which their roots stand, and are named accordingly: The One, the 
Two, the Three, etc. 



Ex. 
18. 



p 




m 



11 III IV 



VI 
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32. The telative importance of each of the six triads of a key corresponds 
exactly to that of the respective scale-step, and depends 

upon the distance of its root from the tonic in perfect fifths; 
or, upon its location in the ''natural" scale (Ex. 2). 

Assuming, as self-evident, that the tonic triad is of first and fundamental 
significance, the next ,in importance is the dominant triad, then the sub- 
dominant triad, and so on, precisely in the order of Ex. 17. 

33. The tonic triad and its two nearest relatives, the dom. and subdom. 
triads, are the principal chords of the key (see par. 14), and represent 

THE THREE ESSENTIAL EIEllENTS OF HARMONY, 

among which the other three triads (the Two, the Six, and the Three), called 
subordinate chords, are interspersed only for the sake of variety, contrast 
and embellishment. 

Principal Triads Subordinate Triads 
Ex. 



19. 

C major 



l.iyA.. ^^r4® g 



« 



? •«) 



IV »!) II VI III 



*i) A fine distinction in the relative importance of the IV and the II will be discussed 
later on. — *2) To the ''Leading-tone triad" no name or rank can be assigned at present; 
see par. 162. From this a significant inference can be drawn in regard to the choice olf-naiural 
instead of f-sharp for the key of C (Ex. 2, note *i). F-ncUural can be a root in that key ; 
/•sharp cannot. B, which cannot be a root, is the last tone admitted in C major. 

34. These two classes of chords (Ex. 19) will be found, at the pianoforte, 
to di£Fer in sound. The principal triads have a major third and perfect fifth, 
wherefore they are called major triads. On the contrary, the subordinate 
triads have a minor third and perfect fifth, and are termed minor triads. 
This accidental difference in effect is owing only to the situation of the chords 
in their key, and does not in any wise influence their movements or significance. 

LESSON 3. 

A. Write the major triad (as the I) on every possible tone in the octave, adhering through- 
out to the fundamental form (par. 29). B. Write the six triads of the twelve diatonic scales, 
in the order of Ex. 19. C. Name, mentally, the I of every key; the V of every key; the IV; 
the II; the VI; the III. D. Find and play these chords at the pianoforte. (The practice 
of 4- and 5-tone chords is deferred till later.) 



CHAPTER IV. 

RHYTHM AND MSLODT. 

36. The images of musical art, unlike the stationary creations of the arts 
of painting, architecture and sculpture, are progressive; as in the art of poetry, 
the impressions in music succeed each other by progressive motion. There- 



Par. 3O. 



RHYTHM AND MELODY. 



13 



fore, iimt is absorbed in the e]q)ression of a musical thought, and it is the 
province of Rhythm to define and regulate the divisions and subdivisions 
of this passage of time. 

Rule 1. The time is divided into absolutely equal imits (ieoto, frac- 
tions of beats, or measures, as the case may be); i.e., the respective units 
are of exactly equal duration (like the uniform divisions of a 12-inch rule). 

Rule II. Though the units are alike in duration, they differ in force; 
i.e., some are heavy and others light (as certain lines on a 12-inch rule differ 
from others in length or heaviness). 

36. The primary imits (or beats) are grouped, in conformity to the^e 
rules, in imiform Measures, of which there are but two fundamental species; 
either a succession of one heavy and one light beat, in regular alternation; 
or a succession of one heavy and two light beats, in irregular alternation. 
The former is called Duple time, or rhythm, or measure; the latter is called 
Triple rhythm. There are no other species. 



Ex. 
20. 



Duple rhythm: — ^ / I & r""i""f T^ 



etc* 



heavy, light, heavy, Kght, heavy, tight. 



Triple rhythm : -4 # P — | — p P ^ 



etc. 



heavy, tight, tight, heavy, tight, tight, 



37. Rule III. The heavy beat (called Accent) should indicate the be- 
ginning of a measure. If a heavy impression is created by any means at 
any other point in the measure, the rhythm is ^Hrregutar," though not neces- 
sarily wrong. For illustration: 



Mozart 



Handel 




Both of these examples are perfectly regular, because the heaviest (longest) beat, or tone, 
stands in every case at the beginning of the measure. 



On the contrary: 
.1. 



2. 




Beethoven 



Beethoven 




C/ l r ' Ulf l r I I 



*i) This is an example of irregular rhythm, because the heavier tone is where a light unit 
should stand. — *2) Irregular because of the 5/, which transforms a light unit into a dynami- 
cally stronx one. — ^3) Like note *i). It will be noticed that in each of these three examples 
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the irr^ular rhythmic figure is repeated. In No. x, for instance, the second measure has the 
same irregular formation as the first; see also Ex. 33, No. 2. Such confirmations are al- 
most invariably present, and they fully justify the rhythmic irregularity. 

38. Rule IV. The necessary subdivision of beats into fractions, and 
the addition of beats, or parts of beats, into notes of greater value (Ex. 23, 
No. i), must consequently be so effected that the heavy beats retain the 
comparativdy longer tones; i.e., subdivisions must take place on compara- 
tively lighter^ as a rule not on comparatively heavier beats, and vice versa. 



Bebthovsn 

■i9 



SCHUBKRT 



Brahms 




^^i) Regular; 3d (light) beat subdivided. — *2) Irregular, the heavy beat being so sub- 
divided that the following Gight) unit becomes more weighty. The measure seems to begin 
with the second eighth-beat. — *3) An unusual example of irregular rhythm. Without its 
rhythmically definite accompaniment, it sounds like 3-4 measiure, thus: 




etc. 

39. Rule V. For these reasons, the repetition of a chord from an un- 
accented beat to an accented one (i. e., over an decent) gives rise to irregular 
rhythm, and should be avoided. 

40. All larger measures than those which comprise but two or three beats, 
are called Compound, and contain as many accents as there are groups. Thus: 



iti«'e 



Ijj J J J J J gg 



Acc. Ace. 



Ace 



Acc. 




etc. 



The upper figure of the time-signature always indicates whether the measure is simple or 
compound. In the former case it is 2 or 3 (i^ 4> 4> 8» ^^^0* ^ ^^ latter case, 4, 6, 9, or 12 

V.4» 8» 8' 4» 4» 8' 16' 8 » ®^W 

MELODY. 

41. Any succession of single tones is a Melody. Its quality depends 
upon the choice of the tones, and their rhythm or time-values. 

Melody is a manifestation of tone-relations in horizontal or progressive association, whereas 
Harmony associates tones vertically or simultaneously; the two partly similar processes are 
subject to the same natural laws only in a limited sense. The principles of Harmony, in 
the broad sense of chord-succession, are very distinct; those of Melody far more vague. Har- 
mony is the substratum of all music, and its few sturdy laws fix themselves upon the mind 
easily, and so firmly, that their fulfilment soon becomes almost automatic, and indeed is 
often intuitive; but melody is guided by more veiled and subtle conditions, which can hardly 
be reduced to a system, but must be left largely to the individual talent, native sagacity, or 
acquired skill of the composer. Largely — but not altogether: As far as the natural decrees 
of harmonic combination and succession influence and determine the ruling conditions of 
melody, the latter can he reduced to apprehensible form, and this should be faithfully observed 
until essentially fastened on the mind. 



Par. 42. 



ACTIVE AND INACTIVE SCALE^STEPS. 



IS 



42. Rule I. The general requirements of good melody are: a. smooth 
and natural tmdulation (to the exclusion of awkward interval-successions); 
J. rhjrthmic variety; c, definite and symmetrical delineation — including fre- 
quent confirmation of the melodic figures, either upon the same steps (as 
direct repetition), or upon other, higher or lower steps (as sequence — par. 
128 b). For illustration: 

Beethoven 




^Njjjijjj i j.jji 



•1) C •a)^ Sequence 

*i) An example of bad melody, in which all the above-named requirements are wanting. 
*2) A good melody, fulfilling all the given conditions. 



ACTIVE AND INACTIVE SCALE-STEPS. 

43. The seven steps of every scale are divided into two classes: active 
(or leading) tones, which possess a natural inclination to progress, upward or 
downward, into other tones; and inactive (or central) tones, which have 
no melodic tendency, but represent the aim of the active tones. The inactive 
tones are the ist, 3d, and sth scale-steps; that is, the tonic or stationary 
centre of the whole key, and its two harmonic associates, which naturally 
share this central quality with it. They are interior tones, within the circle 
of rest. The active tones are the 7th, 6th, 4th and 2d steps, or, in other 
words, 

those exterior steps which lie not within but without the in- 
ner circle of harmonic repose, and which therefore strive to gain 
(or regain) the condition of rest. For illustration: 

Inactive Steps Active Steps 



i 



Ex. 
26. 



-^ «- 



T^ 



-O- 



■S" 



75- 
2 



8 



inteiior 



exterior 



44. Rule II. The direction of each active step is defined by its prox- 
imity to an inactive step, each being attracted most strongly by thai inactive tone 
which lies nearest. Hence, the ph step progresses upward to the tonic; the 
6th step downward to the dominant; the ^A step downward to the mediant; 
and the 2d step either upward or downward, to the tonic or mediant, from 
either of which it is equally distant. Thus: 



Ex. 
27- 



o 7 i^ e -^ 



Tg- 



-9- 



■W 



.or. 



1^ 



45. This duality of melodic quality in a key — the opposed positive and negative con- 
ditions of animation and repose — underlies all harmonic and melodic life. Like the coil 
and recoil of the hairspring of a watch, the melodic and harmonic factors swing to and fro 
between these two groups^ with more or less regidarity. And it will be seen (Ex. 28) that 
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their fundamental tones are respectively Umic and dominant; this again proves the baaic 
significance of the perfect-fifth relation, and, further, illustrates the dominating quality of 
the ^'dominant," which is the common tone, or connecting link, of the two groups. For 
example: 



m 



/7\ 



Ex. 125 ^ 



fts 



Ex. 
28. 



< 

( 



w^ 



■i9- 



| — 1 vt-^t ^ 



lar "&- ~^- tsr 
Inact. Act. Inact. Ton. Dom. Ton. Common tone, or Axis 



^ 



12L 



SL 



iS> : 

Fundamentals 



ISL 



SL 



g? r^ 



ISi 



-€^ 



I 



Further illustration: 




Since step 2 may move in either direction, no attention is paid to it. 

46. Rule III. The direction of the active steps 7, 6 and 4, may be coun- 
teracted by approaching them along the scale from the opposite side. Thus, 
step 7 may descend dlatonically if preceded by step 8; and the same rule 
applies to the others. That is, steps 8-7-6-5, or 5-6-7-8, or 3-4-5 are 
permissible. 




47. Rule IV. The "narrow" leap (a third) is alwajrs good. See Ex. 
29, measure 2, beats 3 and 4. 

Any leap beyond a third is called "wide." Wide leaps are always good 
when both tones belong to either one of the three principal triads (I, V or IV, 
par. 33). Thus: 



Ex. 
81. 



^ 






|etc.g 



^ 



^etcg 



I 



I 



*=t 



C major, the I 



TheV 



The IV 



etc.zl 



48. Rule V. After a wide leap the melody usually turfis\ 



Ex. 

82. 



i 



^ 



^ 



*~, 




letc 



e 



Fftr.49* 
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49. The chief exceptions to this rule occur: 

a) When the melody continues in the same direction along the same 
good chord-line. 

b) When the melody turns after the nexi beat. 

c) The rule is not imperative after the inactive steps i, 5 and 3. 



Ex. 

33. 



'i iv 



d. 



f 



^ 



i 



m 




i 



8 




TT II 



f 



60. Any wide leap is permissible (whether in the good chord-line or not) 
daum to step 7, or up to steps 6 or 4, on condition that these active steps then 
turn and follow their natural tendency. Thus: 

a, Down to step 7 
-7 




^ 



f 



* 



^m 



m 



b» Up to step 6 



^ 



^^ 



C, Up to step 4 



t 



r " I f " I f 



a 



51. The following wide leaps are faulty (C major): 



Ex. 

36. 



i 



j=F^ 



. '. « '. ', « '. • 



i 



M LJIL I 



^ 



m 



*i) 




*z) The first nine progressions are wrong, because the two tones do not lie in a^ood chord 
(par. 47), and the direction of some of the leaps is contrary to par. 50. 

*2) Successive skips in the same direction must follow the line of one and the same good 
chord (Ex. 33, a). 

\ 162. The arrangement of melodic figures in uniform repetitions, or se- 
quenceSi generally justifies any reasonable irregularity. Compare Ex. 22^ 
note *3); Ex. 25, No. 2; and the following: 



t8 
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•^ ^ "•'repetition sequences ^ ■ ^ 



*i) At each bracket there is a faulty leap, but the relation of the mdodic groufs justifies 
then. 

*2) The octave leap, and the repeated tone, are always good. 

LBSSON 4. 

A* Write out Ex. 27 and Ex. 38 in every major key. 

B. Write a laige number of melodies in different major keys, according to the abovt 
rules, and the following: 
. a) Each melody is to he four measures in length (as Phrase; see par. 65). 

b) The melody may begin with the first, third or fifth scale-step (the tones of the tonic 
S chord); the first tone may stand upon an accented beat (as in Ex. 30, and Ex. 36), 
^ or upon the unaccented beat preceding the first measure (as in Ex. 29). See par. 66. 

c) The melody must end upon the keynote, on an accented beat of the fourth measure 
I (as in Ex. 29 and Ex. 30; Ex. 36 is an incomplete sentence, as it ends on the fifth 

step). See par. 67. 
Examples of the four-measure phrase will be found in Lessons 10, 13, 16, 18, etc. 



CHAPTER V« 

PARTS (VOICES). ERECTION OF CHORDS. 

63. AU music is based upon chords, which succeed each other in Harmony, 
as single tones succeed each other in Melody. These chord-successions 
(chord-combinations or chord-progressions) are effected by means of a num- 
ber of simultaneous melodic Parts or voices, each of which assumes one of 
the chord-tones, and serves, in conjunction with the rest of the voices, to 
unite the chords in horizontal order, interval by interval. See Ex. 42. 

64. The niunber of parts or voices generally employed is four. The 
following example indicates their respective names, their average compass, 
and their notation: 



Bass 



87. 



tir 



5 



-^ (jl) Tbnor 



:e^ AtTo 



Soprano 



1^^^^ 



Baas and tenor (male voices) are written together on the F-staff, and distinguished by 
turning the stems of their notes respectively down and up; alto and soprano (female voices) 
both on the G-staff, stems respectively down and up. Ex. 38. Bass and alto, the lowest of 
each clas(, are called parallel parts or voices; tenor and soprano likewise. Bass and soprano 
aie outer voices, tenor and alto inner voices. 



F»r. 55* 



ERECTION OF CHORDS. 



X9 



66. The distribution of the chord-tones among the 4 parts or voices is 

called erecHng the chord. 

Rule I. The parts must not cross. / 

Rule II. The alto should not lie more than an octave from either of 

its two neighbors (Le.y soprano or tenor); but the lower adjacent voices, bass 

and tenor, are not limited by this rule. For illustration: 



good 



good 



Ex. 



lofC. 




^i) This sign •$- wHl be used to indicate bad (wrong) examples. Chord 2 is wrong, be- 
cause the alto and tenor are more than an octave apart. In chord 3, alto and soprano are 
too far apart. — *2) According to the notation, the soprano note e lies below the alto note g. 
This violates Rule I. 

' 66 a. In 4-part harmony, all triads (3-tone chords) have to be enlarged 
by duplicating one of their tones. 

RULE. The best tones to double are the principal steps of 
the scale, i.e., tonic, dominant and subdominant, especially 
when they are roots. 

Thus, in C major, the tones c, g or/: 

Prin. chords _ Siibord. chords 
C 



89. 

C major 



i 



.or. 



(cc) 



V (gg) IV (fi) 



,^. ^ 1 1. ^ M 



II(ff) VI(cc) III(gg) 



b. From which it appears that, as a rule, the root is doubled in each prin^ 
cipal triad; and the third is the best interval to double in each subordinate 
triad. Further, by inference, it is unwise to double the fifth in any fimda- 
mental chord. 

67. It is possible to omit the fifth of any principal triad (if found necessary), 
in which case the root of the chord is tripled. Thus: 



Ex 
40 

C major 



ior^^ 



InotI 



T(ccc) 



■^ 



i^ i i.:. 1 1: H 



(cece) V(ggg) IV(f£f) II 

*i) The fifth is never omitted, however, in a subordinate chord. 

68. It is always justifiable to double a root, because of its importance in 
its chord. Therefore, it is also possible to double the root in a subordinate 
triad. Thus: 



w 
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better (Ex. 39) 




U(dd) 



VI(aa) III(ee) II 



LESSON 6. 

Erect (in writing) the I of the following major keys, in as many forms as possible: F, G, 
D, A, E, B, F#, Bb, Eb, Ab, Db. Study the given model (the I of C), and observe the fol- 
lowing rules: Always place the root in bass; double the root; [dace either root, third or 
fifth in the soprano: see par. 54; par. 55; and par. 57. 



Model 



Root in soprano 

^ J gJ J J 



Third in soprano 



Fifth in soprano 




The I of C major, root in bass 



CHAPTER VI. 

RULES OF PART-WRITING. 

69. Part-writing means " writing in parts "; that is, tracing the tone-line 
which each one of the four parts (or voices) describes in passing from one chord 
into another. Comp. par. 53. In this, which is the vital and fimdamental 
operation throughout the art of music composition, the following rules should 
be observed — by the beginner very strictly. 

60. Rule I: The parts, each and all, should move as evenly, smoothly 
(as nearly horizontal) as possible. 

WOe leaps should be avoided. 

Diatonic movement (along the scale) is best. 

The narrow leap is always good. 

A tone which is common to two successive chords is generally (by no 
means always) retained in the same part. 

The bass, which is obliged (at present) to take the root of each successive 
chord, is privileged to make wide leaps. 

For illustration, the connection I-V in C major: 



Par. 6t. 
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42. 




C: I — V 



N.B. Each of these " measures'' is an ezaix^)le by itself, and not connected with the 
next. 

*i) Beginning with the root in soprano. The following tone in that part is dther i, or 
d (measure 3), because ihtst we the nearest tones. The alto also moves to the nearest tone 
(e to d, along the scale). The tenor holds the common tone, g. The bass is obliged to make 
a wide leap, from root to root; either up or down. 

*2) Beginning with the third in soprano, e, which moves along the scale to d, or up to f . 

*3) Beginning with the fifth in soprano, f , which is either held, or makes the narrow leap 
tob. 

*4) Narrow leaps in alto and tenor. — *5) Omitted chord-fifth. 

61. Rule n: Successive perfect fifths, and successive octaves (or uni- 
sons) in any pair of parts, in parallel direction, are prohibited. 

Successive perfect sths sound disagreeable^ in the majority of cases. 

Successive octaves are forbidden in paH-writingy because they reduce the 
number of independent tone-lines (voices) and create a blundering impres- 
sion. For illustration: 







It is significant, that almost all of the above erroneous progressions are due, primarily, 
to the violation of other simple conditions, especially that of Rule I. In measure i, tenor 
and bass progress parallel from one perfect 5th to another. The real cause of the error b, 
however, the wide leap in the tenor. — Measure 2: bass and alto run parallel in perfect 
Sths; at the same time, the a in alto is a faulty duplication of the fifth of the chord (par. 
566). — Measure 4: soprano and bass progress in parallel octaves; at the same time, the 
tenor makes a wide leap. — Measure 5: tenor and soprano run parallel in octaves; at the 
same time, the fifth (a) of the subordinate chord (U) is omitted. — In the last measure there 
are consecutive unisons in tenor and bass, whereby the loss of one of the four tone-lines is 
dearly shown. 

N.B. It must be remembered that successive octaves and fifths are wrong in any Xmp 
parts, but only when they follow each other in the same pair of parts. In Ex. 43, meas. x, 
the perfect sth c-|, in tenor and bass, does not progress into the next perf. 5th g-d^ in tenor 
aadalta 
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82. As these erroneous parallels are induced by leading the parts in the 
same direction (upward or downward), it is generally preferable to carry the 
soprano^ at least, in contrary direction to the bass. 




63. Rule m : The leading-tone should ascend) to the tonic if i»racticable, 
in each of the four parts. 

The downward tendency of the 6th and 4th steps should be respected in 
ike soprano; but this is not so necessary (though alwa}^ better) in the other 
parts. The 4th step in bass, as root, frequently ascends (Ex. 45, meas. 7). 
For example: 



6th step 
Ttii step 4th step 

n) *8) «4) n) 




•9) •a) «4) 



*z) When the 4th step is doubled, as here, it is likely to ascend in one of the parts. The 
correct progression however (downward) is given to the most prominent or most melodious 
voice. In this case the soprano descends, correctly. 

*2) Here the 4th step and 6th step ascend in soprano. This is faulty. The ascent of 
these same steps in tenor and alto is not noticeable (as inner parts) and therefore permissible. 

*3) Faulty progression of the leading-tone. — *4) Bad leap in soprano (Ex. 35). 

64* A general exception to all these rules of part-writing is applicable 
(and often almost obligatory) in case a chord is simply repeated, instead of 
being exchanged for a new chord. 

Hence, when the chord remains the same, wide leaps are good, and even 
desirable; the tendency of active steps is not urgent; and '' parallel " 5ths 
are impossible. For example: 



Par. 04. 
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>'- ; r ' r f ' ^ ^ ' r . r II 

C:I I IV IV V V V 



Measure i is monotonous; meas. 2 is far better. The successive octaves in meas. i and 
2, and the successive sths in meas. 3 (in bass and tenor), are not "parallels." 



LESSON 6. 

Connect (in writing) the I with the V in C major, in as many ways as possible — but al- 
ways with root in bass — according to the foregoing rules. See Ex. 42, and the modd, 
below. — G>nnect the I with the IV in the keys of G, £, and B major. — Connect the V 
with the I in F, B-flat and G-flat major (with especial vigilance in regard to the first dauae 
of Rule m, par. 63). — Connect the IV with the I in D, A-flat, and £ major (observing tiie 
second dause of Rule III). — Find and play these chord^successions at the piaiiofor|e» the 
three upper parts in the right hand, and the bass alone in the left. 



•s) •») «4) «e) •T) 



Model. 
Ex. 
47. 




fa^Upjy 



•e) 



^^ 



i 




i^JiJUJiJ 



^ 



C : I-IV 




r If? r irb p i by i r 



r '^t ' pt 



f 

B-flat: V-I 




*i) The choice of triads determines the bass progression; here c-/, because I-IV of €• 
The soprano takes first the root or ''octave"; its progression is a repetition, c-c, as n0 Mtr 
tone of the second chord (J-^-c) lies as near as this. The same is true of the alto (e-J); and 
the tenor moves with similar smoothness from ; to a. — *2) The soprano starts here from 
the third (e) and moves to /, the nearest tone. — ^3) The leap from e to c is doubtful ^ 
*4) The soprano starts from the fifth (g)y and reaches either a or/ (note *6) smoothly, while 
the leap to c (note *7) is wrong, making parallel perfect 5ths with the bass. — ^5) The bass 
may rise or fall; see £z. 44. — *6) and *7), explained in %). — *8) The a is leaduig-tone, 
and must, when in the soprano, ascend to b-flat, — ^9) In an inner voice this descent of the 
leading-tone is not distinctly noticeable, and therefore not strictly forbidden* 
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CHAPTER vn. 



PBRFECT CADENCE AND PHRASE. 



66. The phrase is the smallest complete musical sentence. It is usually 
jour measures in length; much more rarely two measures, or eight measures. 

66. A phrase which is to represent an independent, complete sentence, 
begins with the tonic triad, either upon the first accented beat, or upon the 
unaccented beat preceding this accent. The root is in bass, as usual; but 
the soprano may take either root, third, or fifth of the chord. The body of 
the phrase consists of successive chords, ending with the Perfect Cadence. 

67. The perfect cadence is made upon the tonic triad, with its root in bass 
and in soprano; upon an accerUed beat of the fourth measure (possibly second, 
or eighth, measiure). And this final tonic chord is preceded by the dominant 
triad Jroot in bass, but the soprano optional). Thus: 



Ex. 

48. 



m 



Meas. I 



J I I l i rt i \ ^ 



( 



^ 



r 



-^- 



i 



U=i 






r 



■w 



isr 



s 






i 



C major : Y I 



r 



^ 



i 



V I 



^ 



i 



*i) The cadence chord (I) may fall upon either accent, in compound measure (par. 40). 
— *2) Comp. Ex. 47, note *9). When the leading-tone is in an inner part, and is approached 
from above, as here, it may make the narrow leap down to the dominant (in order to redeem 
the fifth of the I). 

68. The skeleton of a 4-measure phrase in triple measure, is, then, as 
follows: 



Ex. 
49. 

C major 




d. 





^ 






I 



V I 



? 



m 



V I 



*i) The light heat (unaccented), upon which this Phrase begins, is called a preUminary 
beat, and must be subtracted from the cadence measure. Therefore, the final half-note has 
no dot here, as it had in the preceding case. 



Par. 69. 



THE CH0RI>-PR0GRESS10NS l-V-I, AND I-IV-L 



^5 



69. The vacant beats (marked | | |) may be supplied with chords in an 
infinite variety of successions, and it is therefore first necessary for the student 
to learn the rules of chord-succession. For chords have their tendencies 
(like the active scale-steps), and not every progression is legitimate. The 
rules for the three principal triads are as follows: 

Rule I: The tonic triad can progress, imder all harmonic circumstances, 
into any other chord of its own, or of any other, key. This is its prerogative 
as chief of the harmonic system. Therefore I-V and I-IV are good. 

Rule n: The subdominant triad (IV) may progress either into the I or 
the V. Thus: IV-I or IV-V. 

Rule ni: The dominant triad (V) may progress, legitimately, only into 
tiie tonic chord. Therefore V-I is good; but V-IV must be avoided. 

Rule IV: Any bass tone (or fimdamental chord) may be repeated after 
an accent, but not over into an accent — as a rule, not over the bar. See 
par. 39. 

THE CHORD-PROGRESSIONS I-V-I, AND I-IV-L 

70. According to the above rules, the phrase-skeletons in Ex. 49 may be 
filled out as follows, employing only the direct connections of the I with the 
V and IV (not IV with V, at present): 



a. 



/t>. 



./t\ 



Any key. | 1 1 V 1 1 IVI | V V V 1 1 |I Or: I VI | IVIVI | VI V 1 1 |I 
Or: IVV|IIVIV|IVV|T||Or:I*II|VIIIIVIV |T|| 

Or, beginning unaccented: I|VII|IVII|VVV|I|| And many more. 

71. In working out these harmonic formulae, in complete four-part 
phrases, it is necessary first to choose a key; then to write out the bass part 
(in each case with the root of the chord); then, as a rule, the soprano; and 
then the inner parts. Thus, with formula a, in F major: 



60. 



HHmm<K}H^ 




J. Jiiiii 



f 



f 






F: I - V I IV 



I V - - I 



f 




*z) Note the wide leaps during chord-repetUum (Ex. 46). Everywhere else (excepting in 
baas) the movements are smooth. — *2) The chord-fifth is omitted. 
These are but two of very many different solutions. 
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LESSON 7. 

A. WoriL out the fonnulfle given in par. 70, as shown in Ex. 50, in as many different 
major keys, and different ways, as possible. 

B. Construct a number of additional (original) formulc, using only the progressioDS 

I-V-I and I-IV-I, and chord-repetitions; and employing 4, 3 and \ measure. 

N.B. This woric must all be done away itofoi the keyboard. The text, and the given 
Examples, may and should be studied at the piano; but the student's work mast be mental, 
unassisted by the external tone. 



CHAPTER Vm. 

THE PROGRESSION IV-V. 

72. The progression IV-V is called Foreign, because here there is no com- 
mon tone. That is, in passing from IV to V every tone changes. In this 
succession: 

a) Wide leaps are wholly excluded. And 

b) The three upper parts must progress downward (opposite to the pro- 
gression in bass). For example: 



Ex 




•'• V j ^j.^ 



C: IV - V 



*i) This is wrong, because of the faulty soprano progression (Ex. 37, and par. 63). The 
6th scale-step should descend (in this chord-succession, at least). And there is a wide leap 
in the tenor. — '^2) Parallel octaves in soprano and bass. — *$) Parallel fifths in soprano and 
bass. 

73. By adding this progression, the phrase-formulse given in par. 70 may 
be multiplied almost without limit. Thus (still in triple measiire) : 

Any key: 2 I'l V 1 1 IV V 1 1 V V|T|| I Vl | IVIV V | IIV V |T|J 

i|viiivnv|viv|T|| i|ivivv|iiivivvv|T|| 

And many more. 

74. Formula a may be solved as follows (in G major, | measure): 



Par. 75. 



THE PROGRESSION IV-V. 
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Ex. 







J i .i j J. 

5 



G: I 



p 



^g- 



J 



^ 



T^-r 



.^L 



I 



I 



IV 



76. The following solution, while technically faultless, would be unmusical, 
because of the monotony of the soprano. 

? 




Such versions must be avoided. It is of the first importance to obtain a good, interest- 
ing, soprano; for this is the chief melodic part, and tndody is the soul of music. 

76. In duple measure the possibilities are again greatly multiplied. For 
example: 



a. 



^9S 



Anykey:2l|VIVI|IVIVVV|IIVVV|I|| 



(*N 



iiivv|iivvi|vviiv|v V i II 

2l|IVV|IIV|VV|II| And many more. 
A aoluUon of a (in B-j3at major, q measure) : 



^ 1 -^ ri i rrn i j- 




*i) Here there is a wide leap in the tenor; but it is a permissible leap (dawn to step 7 -^ 
Ex. 34); and it obviates other awkward conditions that are worse tlum the leap. An oc" 
casianal wide skip may, therefore, be justified. 

77. A few exceptional connections, permissible for variety; or in order 
to avoid worse conditions; or as a means of securing a better melody in the 
sc^rano: 
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f ^ d' ftm jft 



•T) 




J | ^ JJ l ^ J.'J | J'J J 

V ' r 




/(('lA'i'i'" 




V IV V V IV 



*i) The leap in sopiano (from gufXxic) makes octaves with the bass; but th^r are not 
parallel octaves, because the bass moves down from f to c. Therefore they are permissible. 
In any case, if there is, as here, a wide leap in both soprano and bass, it is important to make 
the leaps in opposite direction. The second measure is wrong, because the octaves are parallel. 
*2) Thb leap in the soprano b most common at the perfect cadence. See Ex. 57, a, end- 
ing. — *3) Here there are succes^ve fifths in soprano and bass; this is wrong, although they 
are not paraUdj because fifths are more sensitive than roots, and are always objectionable in 
proportion to their prominence. Opposite sths may be excusable in inner parts, but not in 
the outer ones. — %) This b like Ex. 54, note *i); not wrong, even in soprano, but to be 
avoided. The next measure is similar; the leap in soprano from step 3 f«^ to 6 is permissible. 
*5) Here the 6th scale-step ascends in soprano; permissible, but not good. 0>mp. par. 
63. The next measure is faultless, because the chord remains the same. — *6) This measure 
Is unmelodious, in soprano, according to the rule in par. 48. The preceding measure is 
good. — *7) Here the V progresses into the IV, contrary to par. 69, Rule III. It is rare, 
but possible; best when, as here, the V immediately returns. Note the soprano. — *8) In 
this soprano position the progression is not good, because c in the soprano, as fifth of the IV, 
does not sound enough like a tonic to satisfy the progression of the leading-tone. — ^9) The 
I may be repeated over the very first bar in a phrase, as here, since the imaccented beat is 
only "preliminary." See par. 69, Rule IV; and Ex. 49, note *i). 



LBSSOlf 8. 

A. Work out the formulae given in par. 73, and par. 76, in a number of different major 
keys, and with different soprano. 

B. Construct a number of additional original phrases, in all kinds of measure. Review 
Lesson 7, N. B. 



Pftr. 7I. 



RHYTHMIC PHRASES. 



29 



CHAPTER IX. 

RHTTHMIC PHRASES. 

78. By altering the time-values of the chords (instead of the uniform values 
used in the preceding Lessons), still more variety, harmonic and melodic 
interest, can be obtained. 

The student should realize that these three principal triads constitute the broad, and 
only, basis of all music composition. No chord, or group of tones, can be found, which is 
not a derivative of one or another of these three; precisely as there is no shade of color in 
the universe that does not originate in the three primary colors. See par. 53. Of all the 
various methods of treating these fundamental chords, which result in the infinite variety of 
styles of music, the most significant and prolific is diversified rhythmic manipulation. The 
work of this chapter is therefore directed to the very fundament of the whole musical struc- 
ture, and no amount of time spent upon it can be considered wasted. Review the chapter 
on Rhythm (par. 35 to 40) very thoroughly. 

79. Rh3rthmic animation is secured simply by the use of different time' 
values. For illustration: 




66. 



•»> . I I I . •*> 




*i) The dot, applied to the accented beats (par. 38), represents one of the simplest means 
of modifying the rhythm. — *2) Here the beat is divided, the chord remaining the same. 
This is applied to the imaccented beats (par. 38). — ^3) Chords which represent the sum of 
two or more beats should occupy accented beats. — %) The cadence-chord is usually more 
than one beat in length. 

In duple measure: 

I 




VIVV 



*z) See Ex. 55, note *2). — *2) The chord-fifth must be omitted, because the leading- 
tone, gf must, in this case, ascend. — *3) See Ex. 55, note *7). 
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LESSOIT 9. 

Gxistruct a laige number of original phrases, in different major keys, in triple and duple 
measures, and with rhythmic diversity {jtpdair)^ imitating the above examples. 



CHAPTER X. 
HARMONIZING OF MELODIES. 

80. As stated in par. 41 (which review), Harmony or Chord-succession 
is the substratum of dl music; U is the source from which all melody is derived^ 
be it with or without direct and conscious intent. Hence, the system adopted 
in the above Lessons, of constructing phrases upon the basis of primary chord- 
succession, is obviously the most natural and correct one. Nevertheless, 
the process is often reversed; that is, the melody is generally conceived first, 
off-hand, apparently without reference to the underlying harmony; especially 
in the actual practice of composition, when the observance of harmonic con- 
ditions has become, so to speak, automatic. 

81. In working out a phrase from the melody downward (i.e., in harmoniz- 
ing a given melody), the following facts must be recalled: The melody will 
not contain, at present, any other tones than the seven steps of its scale. 
Of these, 

the zst, 3d and 5th scale-steps belong to the I of the key; 
the 5th, 7th and 2d scale-steps belong to the V; and 
the 4th, 6th and ist scale-steps belong to the IV. Thus: 



Step I 



Step 2 Step 3 Step 4 Step 5 



Step 6 Step 7 



Ex. 

68. 

C major 



m 



SZZorHS: 



i5>- 



jO. 



fe 



•i9- 



.or_ 



-tf»- 



i 



I or IV 



IV 



or 



rv 



82. The tonic and dominant tones (steps i and 5) each belong, as is seen, 
to two different prin. triads, while each of the other steps represents but one. 
The choice between the two chords, at these points, will be dictated by the 
rules of par. .69, and other familiar established principles. For example, 
appljdng Ex. 58 to the following given melody: 

Steps: 

AftSffO. 61984 

Ex. • »^ r-i 1 H- 1 1 ^ » * #■ 



69. 



C major L-^ 



m 



;==^ 



a 



t 



S 



^m 



Chords : I 


I 


I 


IV I 


I 


V 




V 


V 


IV 


•1) 




•a) 


•8) 


•4) 



IV 



V I 

IV 

•5) 



*i) Of these two chords, the I must be chosen (par. 66). — ^2) The choice falls upon 
the I; the V should not progress into the IV of the next beat (par. 69, Rule m). — *3) May 
be either I or V, because the following beat wfll be the I, chiefly because of the wide leap in 



Par. 83. 



HARMONIZING OF MELODIES, 
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soprano, which aknost always calls for chord-repetition. — %) The IV is not possible, as it 
would give rise to successive sths (sopr. and bass) with the following V. Comp. par. 7a 6., — 
*5) The IV is canceled by par. 67. 

83. The chords (and the bass part) will therefore be as follows: 

I 

I I I IV (V) I V I IV V I 



J J | J j rj i j 




^ ' f f f ' r r 



•1) 

♦i) Ex. 55, note *9). 

84. Another illustration, in duple measure: 



Ex. 

61. 

D major 



Steps: 



9 



X 



t 



r IT r f ' ir r J r 1^' u 



Chords: I VIVI VIIVIVVIVVI 
(IV) (TV) (IV) aV) (D (IV) 

«i) *8) »a) 'a) «8) 

*i) The triads in parenthesis are canceled. — *2) The IV should not follow the V. — *3) 
This may be either the I or the V; the I, because of the wide leap in soprano; or the V, which 
is the better of the two, because it is wiser to change the chord at an accented beat — though 
not imperative at the secondary accent. 

LESSON 10. 

Harmonize the following major melodies, according to the above directions: 
1. 2. 



^)^^ J 



i 



I 



t 



t 



■JBi 



n^ r f . 



t 



8. 



^ 



4. 



n) 



^ 



^^ 



•») 



f 



? 



i 



6. 



\ ih\\\ \ ^^^ \ iu \ 




r[firrHJ i j;j i jii 



ifri J i J f r nr'rr J | J j j ;jji i >' i ,ii[ ^rr i r^^ p 



f&trirrNJj i jjj i j i iVyf r i rnrj r 
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U. 




' HJ. i i cjI! 





■7;i i F:j II 



18. 



14. 



u 



i pr' ^f J r r I f ^r f m J^^ ^ ag 



tff D i j J | j fi^ 



16. 






16. 



1 4>'i, r-f r I r r r J i p ^ 





r i uLfi[u i [XjiJ^ i Li; i i^ 



18. 



^Al^,l^J7 J ju jjj f i f r f [r i ' ^ 



*z) Turn all stems upward. — *3) The wide leap (and slur) usually indicates that the 
chord remains the same. — *3) At this wide leap the chord must be changed, because of the 
scale-steps represented. — %) Here the chord must be changed, despite the wide leap in the 
melody, in keeping with par. 69, Rule IV. Beware of parallel octaves in soprano and bass. 
Review Ex. 55, note *i}. — *$) Here, also, the wide leap must be harmonized with different 
chords, because the phrase should begin with the I. Again, see that the bass skips in op- 
posite direction to the soprano. — *6) See Ex. 55, note *9). — *;) When the leading-tone 
descends, as here, with a narrow leap to the 5th step, it is evident that the chord must re- 
main the same; for only chord-repetition justifies the melodic licence; see Ex. 46, meas. 4. 
*8) Compare Ex. 46, measure i. The chord should be changed for each of these four beats. 
— *9) In this chord it will be found necessary to double the third {b-flat). This licenpe is the 
only means of counteracting the very unusual wide leaps in the soprano (which cannot be 
harmonized with the same diord). 
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CHAPTER XI. 

THB HARMONIC MINOR MODE. 

86. The line of research and argument in Chapter I, leading up to para- 
graphs II and 12 (which see), proves that, of the two modes recognized and 
employed in modem music, that one known as major (because its prin. triads 
have a major third) is the natural one. 

86. The other, i.e., the minor mode, is consequently to be regarded as an 
unnatural or artificial mode, and is accoimted for as an arbitrary modification 
of the natural major mode. 

87. This modification affects the two mediants, namely: 

The third and sixth steps of the major scale, which are lowered (by an 
accidental) so as to transform the corresponding major intervals into minor 
intervals. No other steps are changed. 

In other words, the minor scale is derived from the corresponding major 
scale by lowering the third and sixth scale-steps of major. Thus: 



C, major mode (Ex. 4) C, minor mode 



Ex. 
62. 



j) ^^'-^^^'^"W ^ \,^ ^ -^" ^ " ''^"' 



^ fap 



•V 



a 34 ff • 7 8 'f's 3 46 0787064 39"?" 



88. The scale thus obtained is called the harmonic minor mode. It is 
the only theoretically accurate minor scale, and is the same in both ascending 
and descending succession. Still other alterations, rendered necessary by 
melodic considerations (to be explained in due season), are based upon this 
harmonic minor mode, which must therefore be first thoroughly mastered. 

89. It appears, then, that a minor scale is derived from the major mode of 
the same keynote — C minor from C major; A minor from A major, etc. 
And the lowering of the 3d and 6th steps results from transforming the prin. 
chords I and VJ from major into minor triads (comp. par. 34). Thus: 



C minor Scale C minor Chords 



Ex. 
68. 



p; . ^ b.. ^ ^ '^ " "| (i) ^^^^ 



I IV Vn) 

*i) Observe that the dominant chord is not changed. 

N. B. The best reason that can be given for the lowering of these particular scale- 
steps (3 and 6), is, that these alterations do not impair the essential consonant quality of any 
one of the three principal triads, and therefore do not interfere with any legitimate function 
of the scale and chords — as any other changes would. It is true, the 7th step might also be 
lowered without injuring the dominant triad, but it would interfere with the significant 
function of the leading-tone, and therefore it is not done in the legUimate, harmonic, minor 
mode. (The lowering of the yth step, and other alterations, belong to the domain of Altered 
dK»d8.) 
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90. It is significant that, while the tonic and sub-dominant chords are 
major in major, and minor in minor, the dominatU chords remain the same 
(major) in both modes. 

8IGNATUR£ OF MmOR. 

91. The minor mode has no specific signature. For convenience (and for 
that reason ofdy), signatures for minor are borrowed from major, and the 
choice falls upon the third scale-step of the minor scale, that proving to be 
the most convenient. That is, the signature of a minor mode is taken from 
its third step: For c minor, the 3d step being e-flaty three flats are adopted. 
Thus: 



Ex. 
64. 



•^ 



C minor 



■^" 



h g ^ 



Qz: 



■^- 



2C 



Sig. of e^at (3d step) 



♦1) 



79- 



zs: 



^ f ! f 



m 



*i) The accidental before b (the leadmg-tone) shows that the adopted signature, though 
the most oonvement one, does not exactly fit the scale. It must be remembered, then, that 
in the notation of the minor mode with its customary signature, an accidental is necessary at 
the 7th scale-step. 

N. B. The major key represented by this minor signatiue, is called the relati?e major — 
in this case C minor and £-jfa/ major. The relation is significant, as will be seen; but it must 
not be confounded with the still closer relation of derivation, 

92. The treatment of the principal triads in minor corresponds in every 
respect to that of major, excepting only that the succession of the 6th and jth 
scale-steps (in either direction) should be avoided, as it is an interval of the 
augmented second — an imnatural melodic movement. For example: 



C minor 






augm. 2 

r" 



1 r 



Good 



Ex. 
66. 



2Z 



^^^^^^1 



g/ g 



^ ^ < g>^ 



^^a= '^)\ s^ ^^i ! j^ I I 



T^ 



V 



V 



•'/^ 



93. This succession (6-7 or 7-6), has not appeared in any of the foregoing 
exercises in major (comp. £x. 51, note *i); therefore, any phrase in the pre- 
ceding chapters may be transformed from major into minor with no other 
changes than those of accidentals. For illustration, £x. 52: 



6, major mode 



i iV ^ "^' '^"^'^V ' ^' 



G, minor modo 





IJAl 



tf > f 



jAJ4A 



J. 






Par. 93. 



THE HARMONIC MINOR MODE. 



35 



*i) Compare these at the piano. -^ *2) The signature is that of "B-pA^ that being ihe 
third step of the G minor scale. — *$) The leading-tone of G (major or minor) is f-sharp; as 
this is not in the adopted signature, the accidental is ever3rwhere necessary. 

LESSOir 11. 

A. Write out all the major scales (excepting D flat and G flat) and place iheif corre- 
sponding minors below them, using no signatures, but accidentals, as follows: 



i 



C major 



lar 



-o- 




JOL 



-9- 



s^. 



JOL 



etc. 



C minor 

The minor scales of c-sha/rp^ g-skarp and d-sharp are derived from the corresponding 
major scales, in the same manner. This is a little more difficult than the process with the 
more familiar scales, but must also be included in the lesson. 

B. Harmonize the following melodies, as before. The choice of chords is governed by 
the selfsame rules (Ex. 58). Do not neglect the accidental before each leading-tone: 




ifhw-w^ir 



M 



^-r 



* 



s 




P 



4. 




ij ^Vrr^Uriiiitf^i i J 'rKT i rr 



^- 



10. 



I itf J I i' r 



«4) 



s 



^ 



^m 



-&- 



121 



i 
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U. 




^tr i t^r r n^ J J Oirr J jj i .i j j 



12. 



I i,m\\ m I i^ 




18. 




j t^u J 



^ 



^ 



t 



i 



*i) As a nde, the wide leap is harmonized with the same chord. — *2) Since the last 
tone is a, as keynote, this phrase is in il minor, which is treated like A major. — *$) There is 
no alternative here but to use the same chord for both measures (an exception to par. 69, 
Rule rV, induced by the skips in soprano). — *4) Like Lesson 10, note *7), which see. — 
*5} Here the IV must follow the V, because of the succession of steps in the melody. 

C. Construct a mmiber of four-measure Original phrases in minor, exactly as in Lesson 9. 



CHAPTER Xn. 

SUBORDINATE TRIADS IN MAJOR. 

94. The triads upon the subordinate scale-steps (the II, VI, and m — 
see par. 33), are not to be regarded and employed as new and independent 
chords, but as the 

parallels of the three principal triads, in the place of which they are re- 
spectively used, chiefly for the sake of variety. 

96. The relations are as follows: 

The VI is the parallel of the I (Tonic element); 

The II is the parallel of the IV (Subdom. element); and 

The III is the parallel of the V (Dominant element). 

In other words, the VI is the subordinate representative of the tonic element; 
the n is the subord. representative of the subdom. element; and the III 
the subord. representative of the dominant. For illustration: 



Principal ; 
•1) 



Subordinate ; 

n — I 




C: IV 



*i) Comp. Ex. 19. — *2) It will be observed that the parallel chords represent rdative 
major and minor keys (Ex. 64, N. B.) — that is, keys with corresponding signatwres (C 
major — A minor, etc.). 



Pur. 90. 



SUBORDINATE TRIADS IN MAJOR. 
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THE n. 

96. The strongest of the subordinate triads is the 11, because it follows 
the V, in perfect-fifth succession, as second-dominant (see Ex. 5). Assuming 
the I and V to be the two vitally important chords of the key, it follows that 
the perfect-fifth relatives of these, on either side, constitute the most im- 
portant secondary rank. For illustration: 



Ex. 

67. 



i 



^ 



t 



* 



C: IV 



n 



The n IS thus veiy closely allied to the IV, and is veiy neaily, if not wholly, equal to 
the latter in importance — though perhaps somewhat less frequent. The II is therefore 
a semi-principal chord, and has, in its treatment, many of the traits and privileges of the 
principal triads. This will be more dearly seen further on. 

97. The best interval of every subordinate triad is its third. The triad 
is at its best when the third is in the soprano. And, as shown in par. 566 
(which review), it is usually best to dottble the third, although the doubled 
root is always good (par. 58). 

98. The n often takes the place of the IV before the perfect cadence. 

Thus: 

•a) ♦«) 



Ji i X/ i l^O i -' i m i y/ i /iite 



C major 



j^.j. , jj , ^ , j ^,j. , ^j , ,j. , ^, ^-4 



n V 



r 



i 



[V— I n ' n n n v * 



*i) Doubled root. — *2) Third in soprano, and doubled third; this is better. The 
4th step, in soprano, should descend. — *3) A good leap, according to Ex. 34. — %) This is 
one of the very rare cases where the 6th step ascends to the 7th in ike soprano. Note the 
chord-succession, II-V. — *s) Like Ex. 55, note ♦a). 

99. The progressions of the n, in the order of preference, are as follows: 



e9. 



^ 



From the II ; 

n— V n— VI 

:ri9- 



f 



n — ^i 



U— IV 



Into the II; 

IV— n VI— n 



?? 



•1) 



*a) 



l 9 \i (9 h — ^ — 

•8) «4) 



3^Zf 



n V 



■n 



•») 



m 

?? 



••) 



*i) The best progressions from the II are a perfect fifth down and up: II-V and II-VI. 
— *2) This is a "Foreign" progression (par. 73). It is stiff, and unoonmion, and should be 
avoided. — ^3) No subonlinate chord can l^timatdy ^ect^ tto 0icw ^iia^ Itmm^. Thcfe- 
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fore n-IV is not good. — *4) This, on the contrary, is an excdlent progression, almost 
equivalent to chord-repetition, since IV and n are parallels. — *$) The I can progress in all 
dhrections (par. 69, Rule I); therefore this foreign progression is perfectly good. — *6) Simi- 
lar to the doubtful progression V-IV. Compare par. 69, Rule III. 

N.B. This table of chord-movements must be thoroughly memorissed. 

100. The connections of the 11, in four-part harmony: 



Ex. yi 
70- Al 




Si 



-k 



ij. 



J 



"Uii 



I'r l ff l riK 




4^A:.^jA 




I— n 



c; n-vi «i) • n— -I iv—n vi-n 

The best progression, II-V, is illustrated in Ex. 68. 

*i) Doubtful, because the n rarely sounds well with its fifth in soprano. And the so- 
prano progression is inferior. — *2) This is the only plausible form of the very rare pro- 
gression n-I; each chord has its third in the soprano. — *3) The wide leap in soprano is 
perfectly good, because the connection of parallel chords (here IV-II) is practically the same 
as chord-repetition.' — *4) The strict rules of the foreign progression IV-V, given in par. 72, 
are somewhat less rigorous here, because one of the chords, being a subordinate, may have 
either a doubled root or doubled third. In this measure, the soprano moves upward, in 
3ds wUh the bass. In the last two measures, all three upper parts run contrary to the bass. 



THE VI. 



101. The VI is the counterpart of the I, and is used exclusively as in- 
ferior representative of the tonic harmony. 

102. As in the 11, the best interval is the third of the chord, which is usu- 
ally doubled, and which appears most frequently in the soprano. 

103. Being a tonic chord, the VI can also progress into every chord of 
its key (par. 69, Rule I), excepting inlo the 1 (Ex. 69, note *3). 

Therefore, the VI may also precede the perfect cadence. Thus: 




*i) In the first measure, the third of the VI is doubled; in the next measure, the coot. — 
*2) Eztremdy rare, and scarcely permissible. The VI should never be used with its root 
in soprano. — *3) A faulty leap in soprano; and inexcusable, because a fordgn chord-pro- 
gresdon (par. 72a). 



Par. Z04. 



THE VI. 



39 



104. The full table of connections of the VI is as follows, in the order of 
preference: 



5? =^ 



From the VI ; 



•^ Into the VI; 






2: 



9~ 



f 



• <g 



72. 



VI— V VI— n VI— IV VI— I I— ^vi V — ^vi n — ^vi iv— vi 

*i) •») 



*i) A subordinate triad preceding its own principal chord. See Ex. 69, note *3). — 
*2) This progression is correct, according to par. 69, Rule IH, because the VI is a tonic chord. 
N.B. This table, also, must be thoroughly memorized. 

106. The connections of the VI, in 4-part harmony: 




/n/rl^^ i /^ l /i 



C; VI— n 



VI— IV 



I— ^VI 



V— VI 



*i) The fifth of the VI is rarely used in soprano. — *2) Two wide leaps in parallel motion 
(soprano and alto); good, in this case, because they are parallel sixths. — *3) Compare Ex. 
70, note *3). This, again, is practically chord-repetition. — *4) A foreign progression. 
Note that two upper parts run contrary to the bass. Compare Ex. 70, note %). 

LESSON 12. 

A. Write out the following chord-successions in the usual manner, without regard to 
rhythm (uniform quarter-notes or half-notes), in a number of different major k^ys: 

iv-ii-v-i II vi-n-v-i II i-n-v-i || iv-n-vi-v-i || i-ii-vi-ii-v-i || 
i-v-n-v-vi II i-vi-iv-v-v-i II i-y-VL-vi-y-i \\ wv-n-vi-vi-iv-v-i || 

N.B. A part of the Lesson may be done at the keyboard, the three upper parts together 
in the right hand. 

B. Construct a number of Original 4-measure phrases, In different major keys, similar 
to Lesson 9. 



CHAPTER Xm. 

SUBORDraATE TRIADS. MELODIES. 

106. In applying the subordinate triads to the harmonization of melo- 
dies, the following facts must be recalled: that the VI takes the place of 
the I (par. 95) and therefore harmonizes the is$ step of the scale (more rarely 
the 3d step); that the n takes the place of the IV, harmonizing the 4A 
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sitpy (raxely the 6th step); and that the II may also be used as independetU 
hannonic factor (par. 96), harmonizing its own step — the second — (just 
as the I harmonizes the ist step, the IV the 4th step, and the V the 5th step). 
Thus: 




9 48 



V T '^1-* ^1 ^ 



Chord; VI \VI/ VI H H 
♦1) «a) •!) 



\n/ V— I v-i n-n v v vi n v 
•8) V— VI (V-iDn v v^v 

(H— VI) 



*i) Always the best step for this chord. — *2) Rare; Ex. 73, note *i). — *$) Very rare; 
but see Ex. 68, note *4). And remember that aknost any condition is possible, when the chard 
remains the same, 

107. Applying these rules to Melody 18 of Lesson 10, the following sub- 
stitutions may be made: 

step 



Ex. M 
75. SI 

C major 




" I'T r f I ' r '-i " 



^ 



^ 



VI «i) 

(I) 



n 

(IV) 



VI 

(D 



♦i) Not the II. — ♦2) Not the VI. 

108. Furthermore, with special reference to the second scale-step: 

a 







) J ^ I J .^ J i .i ^ 



i 



''V I r f f I r f N I r r ^ M 

n VI VI n 

(IV) (D (D (IV) 



r I r ' ' f ' ' ' ' r ' N^ ^ r ir ^ 

I "^ m^S 4a) *a^ I "^ Ai.\ I I 



*i) Whether the 2d step is to be harmonized with the V, or with the II, depends largdy 
upon the nexi melody-tone. This d might be either V or II, as the VI follows. — *2) This d 
cannot be a V, because the latter would not be repeated over the bar. — *3) The following 
tone {e) must be harmonized with the I; therefore choice falls upon the V for d, as II-I is 
objectionable (Ex. 69, note *2). — *4) Must be the V, as the II should not be repeated from 
the preceding (light) beat. 



Par. 109. 



THE III, 
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THE m. 

109. As shown in par. 32, and Ex. 19, the III is the last, and weakest, of 
all the triads of its key, as it lies most remote from the tonic centre, in the 
chain of perfect fifths. It is therefore very rare, and limited in its connections. 

The only way in which it may safely be used (and, in fact, must be chosen) 
is in harmonizing the leading-tone, when the latter descends into tiie 6^ 
scale-step. In this case the III is followed by the IV. 

In very rare cases it harmonizes the 5th step, and may then be followed 
by the VI or the IV. For example: 



Ex. 
77. 

C major 





^^ 



1 



^ 



i_i J V.i J 



f 



f r Mr r 



^ 



il 



m IV 



VI m rv 



m VI 



in IV 



110. The following table shows the application of principal and subor- 
dinate triads to the seven steps of the scale: 

Steps : 

Ex. 
78. 

C major 



p 



Exceptions; *3) 
« 7 7 



32: 



3: 



■i9- 




Triads; ^i 

IT 



T 


I 


IT 


T 


n 


(TIJ 
•1) 


n 


I 






(HI) 



rv V 
•1) 



n 



m 



IT 



*x) Note that steps 3, 6 and 7 are limited almost entirely to the ^ndpal triads I, IV 
and V respectively (each with its third in sqprano). — *2) These irregular melodic progres- 
sions are explained in par. 46. Eadi of the melodic irregularities is attended by a correspond- 
ing harmomc irregularity; steps 6 and 7, when they progress Properly j are always harmonized 
with the IV and V; but when they move improperly, the parallel triad of each (11 and 
m respectivdy) must be taken. 

LESSON 18. 

A. Re-harmonize, with the material of this chapter, Lesson 10, Nos. i. 3, 3, 4, 7, zo. 
Refer constantly to Ex, 78. 

B. Harmonize the following melodies: 

1. a. 



fur i frrj i JJJf i f^r^ i ^'in^^ 



8. 



i n i \ (' \ m t ! t] \ § 
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nrrr i r 0^ 



• U. 



^g 



^^ 



19. 








rr i f Jr] i jjJiiHTj i jjjJir.[.rfi 

*•) m 



fcr f i j.J rfiJ.J-jjijj J j i .i. 11 




•«) 

*i) Ex. 78, note ^2). — *3) At each of the repeated notes in this mdody, the chord must 
be changed.^*3) The m is possible here (followed by the VI). — %) Each of these half- 
notes may be harmonized either with one chord, or with two (as quarter-notes), at option. 
— *5) This second step must be harmonized with the n (not with the V, because of the wide 
leap, and foreign progression). 



CHAPTER XIV. 

SUBORDINATB TRIADS IN MINOR. THE PERIOD-FORM. 

111. The notation of the U, VI and m in minor must confonn to the 
hannonic minor scale. Thus: 



Ex. 
70. 

Cminor 



i 



b ig ^ 



b a tj ^ 



JZ 



II ' > g l^g [ ^ II 

n VI m 



Far. xis. 



THE PERIOD'FORM. 
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a) The n, having a diminished fifth, is a diminished triad. It occurs 
very rarely in its fundamental form (as triad, with root in bass). 

b) The ni, having an augmented fifth, is an augmented triad. It is 
even less frequent in minor than in major. 

c) The VI is a major triad, and is of equal importance in both modes. 

Review the^notes to Ex. 6$, N.B., and observe the effect upon thi9,sybordinate triads of 
lowering the 3d and 6th steps. 

112. The II and III in minor are, therefore, Discords, and cannot be 
used here. Of the three subordinate chords in minor only the VI may be 
used at present See par. 92, which applies also to the VL 



THE PERIOD-FORM. 

113. When a musical sentence is eight measures in length, It usually sep- 
arates into two four-measure phrases. The first of these is called the Ante- 
cedent phrase; the second, the Consequent phrase. 

114. The division is made by a cadence in the middle of the sentence 
(on an accent of the fourth measure), which is called the Semicadence, and 
differs from the perfect cadence in being made upon some lighter form of 
harmony. 

116. The semicadence is most frequently made upon the V (pre<;eded 
by the IV, II, VI, or I). But any other chord may be chosen, excepting the 
ni; and it is sometimes the I itself, with third or fifth in soprano (not with the 
root). 

The semicadence chord must be longer than the adjacent chords (similar 
in length to the perfect-cadence chord), in order to interrupt the rhythm, 
and mark the end of the Antecedent. 

More rarely, the whole Period is only four measures long, in which case the Antecedent 
phrase will contaun only two measures. Comp. par. 65. The following illustration is a 
small (two-measure) Antecedent; that is, the semicadence faUs in the second measure: 

Antecedent; 

or 




^ or; or; or: or: or: 1 or: •or: 



IV nv ivv IV VI n «4) I 

L)VI I 



IV nv IVV 

•i)VI 

*z) Or the VI, by taking a in bass. — *2) The semicadence chord. — ^3) The semi- 
cadence on the VI is called "deceptive," because W-Vl is substituted for the expected V-I. — 
%) This semicadence, on the I, is sometimes called an '' imperfect cadence/' as it is prevented 
from being a perfect cadence only by the absence of the root in soprano. 



44 



THE THEORY AND PRACTICE OF TONE-RELATIONS. Par. 1x6. 



116. The second phrase (the Cansequeni) should begin on the same beat 
as the Antecedent (with any convenient chord), and must dose with the 
perfect cadence, on the same accent as the Antecedent, which it must ex- 
actly equal in length. The Antecedent sketched in Ex. 80 might be contin- 
ued as follows: 




AntBoodcnt 

4. 



Y Consequent *t) | 



ji |i j J | j i j"i7j1i-j^ i ij| 




Ex. 
81. 



^ f^'rrT 'r ;f ' r" r " r^''' ^P ^ 



•'U J i 



•^'i Vr^^L^'Wr^ ll /.^ !^ 



ii^ 



r ^' T r ' f 



I V. 



f r" ' ri'f i ' 



L^Li 



VI n 



♦9) «#) •») «4) 

*x) Compare these 4 measures with the 4-measure melodies of Lessons xo, xx and X3, and 
observe the distinction between the Phrase (as uninterrupted chord-series), and the Period 
(or Double-phrase), with its semicadence in the middle. Not the number of measures, 
but the presence or absence of a semicadence defines the form. — *2) Semicadence. — *3) 
The mdody of this Consequent phrase runs parallel with that of the Antecedent. This is 
favorable, but not obligatoiy. Comp. par. 42c, — %) Perfect cadence. 

LESSON 14. 

A. Re-harmonize Lesson xx, Nos. 6, 7, 9, xi, 12 — introducing the VI at least once in 
each mdody. 

B. Write a ntunber of Original 8-measure Periods, in major; and a few in minor, with 
the three principal triads and an occasional VI. 

C. Write out the following series of chords, in 4-part harmony as usual, formulated in 
Phrases of 4 measures: 

I-V-VI-IV-V-I-V-I 

Use the following forms (the rhythm^ location of bars, and ckord^epetitions being optional) : 
X. C minor, 2-4 measure, beginning on heavy beat; 

2. A minor, 3-4 measure, beginning on light beat; 

3. F-sharp minor, 4-4 measure, beginning on heavy beat 

DiREcnoNs: x. First fix the bars. These may be drawn between any of the given chords, 
almost unlimited option being possible. But care must be taken to preserve the sum of 
four measures, and to locate the Cadence properly. 2. Determine the niunber of melody- 
tones for each measure; this will dedde the number of chord^epetitions that may be neces- 
sary, and the rkytkm. 3. Write out the bass; then the soprano; and then finish. 



CHAPTER XV. 

CHORD-INVERSION. 

117. The fundamental forms hitherto employed (with the root in bass) 
are naturally strong and heavy, but also to a certain degree iABezible and 
ungraceful. Therefore it is not only admissible, but often desirable, to modify 
the form of a triad 



Par. lit. 



CHORDS OF THE SIXTH: 



4S 



hy placing eUher Us ikird or Us fifth in the bass, instead of the 
rooty thus effecting the inversion cf the chord. 
This is touched upon in par. 25, which see. 

118. This alteration of the lowermost part affords the bass similar op- 
porPunUies for smooth and graceful melodic progression (instead of the almost 
constant succession of wide leaps). 

119. When the bass thus assimies the third of the triad, the latter stands 
in the first inversion. For illustration: 



Chord of C 



Chord of C 



Chord of 6 



of D of P 



i 



^ 



I M I M I J I ^ [ J II 



4 



Ex. 



< 



r— ^ — r 



F=F 



I 



^ 



i X JL i 



r 



I ^-^-fr^ 



r 

4 



r 



f 



S^ 



r-f-r-"- 



Fond, form 



Rrst Inv. 



|g p.ao<»-if~ 



bSBlBD- 



r 



Fund, form First Lit. 



First InT. 



120. The first Inversion of a triad is designated *' chord of the sizthi'* 
because the shape of the triad (as regards its component intervals from 
the bass tone upward) has changed from "root — ^3d — S^>" ^ " bass tone — 
3d— «A": 

Tr iad (c-e-g) First InTersion (e^-c) 

Ex. " 



^^ i ^ I I g tf — H 

®s- CV g ^ -^ n ^= 1,.^ g. — :?-•<» — I 



The figure 6, when attached to any bass note (usually below it) will therefore serve to 
indicate that the^r^^ inversion of the chord is required; or, in other words, that the bass note 
in question is not the root (as hitherto), but the third of the chord; — the root must there- 
lore be sought a ^ hdow the given bass tone: 

e _ 



■zg- 



M-^^4I 



Chord of C 



Chord of A 



CHORDS OF THE SIXTH. 

121. Rule I. In a chord of the 6th, the soprano usually takes the root — 
or, if more convenient, the fifth of the chord. But rarely the Mrd^ which 
shotdd not appear simultaneously in both soprano and bass. Ex. 84a. 

Rule n. Double, as usual, any of the principal tones of the scale (tonic, 
dominant, or subdominant — par. 56a). That is, either the root or the 
fifth; or even the third, in a subordinate sixth. 

In other words, the rules of duplication, in the first inversion, are less strict 
than in the triads, and subserve, chiefly, the purpose of good^ smooth mdo^ 
die progression. Ex. 84}. 
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Rule m. In zii^Sf^mon^ no interval should be omiUed. 
RiTLE IV. Change the bassjone at each accent, and change the chord 
also if possible. For illustration: 



a. Chord oe^ 



i. Chord c-»c 



d-f-a 




*z) In C major, c-e-g is the tonic chord, or I. Wiih e (the third) in bass, it is the xst 
inversion; this is indicated by Ii (q)oken: One-one), and figured 6. — *2) The n (d-f-«) 
with/b bass; hence IIi (Two-one). — *$) The V (g-b-d) with b in bass, hence Vi (Fire- 
one). — *4) Doubtful, because e is doubled. — *$) These three duplications are all ad- 
missible. — '^6) Doubled leading-tone — always wrong. 

122. The first inversions of the I, V, IV and n are ezcellenti and should 
be freely used. But the first inversion of the subordinate VI and m must 
be shunned. 

123. Applying the prindple'of first inversion to the following chord-series, 

1 1 v-i I iv-n I v-v 1 1 II 

the results would be: 



«*) •«) «o) 



Ex. 

86. 

Cmajor 




•i) va) •&) H) «s) «o) «e) 

ji)>,j | jj | '|ji^ ii .ip | jj|jj |i '^ | jp i ,i,j i ''ji,i.ii.i ii 

g)2 ^\^ I g I ^ ^ I [> I p I ^ I pp I pp I P I pi • I g I gpt/"^ 

I I . . III. . .J • I . I I . . * .etc 



ajuj.,ij.:^j.uJ:Mj.Aha,.jJ. 



*i) The V (g-b-d), with the third in bass and fifth in soprano. — *2) IV (f-a-c), third in 
bass, root in soprano. — ♦3) Vi — root in sopr. — *4) Ii — root in sopr. — *$) Hi — root 
in sopr. — *6) In a comflOe phrase, neither of the two cadence-chords should be inverted. 

Furthermore (the bass alone): 
«i) *a) 



on 



Ex. 
86. 

Bass 



l '>'iir^J J 



-St 



^ 



is 



•8) ^ *4) <^ 



m 



o e 



-at- 



or : «6) 



'> J f i r f Jir r 1^ 

5"^ b o » o 






Par. 134. 
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*i) In a complete phrase, the first chord is not invertedT* :^) This descending lei^ to 
the leading-tone is admissible. See Ex. 54. — *3) This progreH^niViolates par. 63. — %) The 
ascending leap to the leading-tone is wrong. Comp. note *2), — *5) This version iUustratea 
how bo^ chord-forms may appear, as repetition, during the same beat 

LESSOIf 15. 

A. G)nstruct complete 4-measure phrases in A major, £-flat major, F major and D 
major, 3-4 measure, with the following chords: 

1 1 i-i-vi I v-i-iv I i-n-v 1 1 II 

using occasional chords of the 6th (i.e., the third in bass) as shown in £zs. 85, 86. Remember 
that the VI is not to be inverted. Also, that the first chord and the last two chords are not 
inverted. Place the figure 6 below the bass at each first inversion, as in Ezs. 85, 86. 

B. Construct complete 4-measure phrases in.E minor, D minor, B minor and F minor, 
4-4 measure, with the following chords: 

1 1 V-V-I-I I IV-IV-V-V I I-VI-IV-V 1 1 II 

utilizing the first inversion as before. 



CHAPTER XVI, 

CHORDS OF THE SIXTH. MELODIES. 

121. The chord-basis of the given melody is defined in the usual manner, 
according to the Table in Ex. 78^ without reference to inversion. This being 
done, choice is made between the root or the third of the chord, in bass, as 
shown above. 

The root is generally chosen in bass when the soprano has the third (or 
fifth) of the chord; the third is taken in bass most commonly when the soprano 
has the root of the chord — more rarely, when the fifth is in soprano. Re- 
view par. 121, Rule I. 

%■ 126. Assuming the chord-basis of melody No. i. Lesson 13 (slightly 
modified) to be as follows, 

« a ^ - ^ 






t 



^ r I f i^ r * i '^' II 



VI — 
the bass voice might run thus: 



IV IV V — VI IV V 

I n 



IV, 



IV, Hi 



r 'f r I r 'r' ' 
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or: 




IViVj 



J ^ J J I J. 



Ff=f 



^ 



o 
•a) 



•l) 



i J i I i 



f ' I f f ' ' r- 






*i) Root in soprano, Udrd in bass. — *2) Fifth in soprano, third in bass; good, but less 
commcm, and only in principal chords. 

126. Another important advantage of inversion is, that it facilitates 
the chord-progressions. 

AH objectionable triad-progressions become possible when the second 
chord of the succession is inverted. 

For example: 



good 



good 



?? 



good 



or; 




^J ^J J i J J . J J i J J 



i 



' f r ' f f ■ f f 'f r ■ f f ' f f ^ 







vrvvrv, ni ni, vii vil 



SUCCESSIVE SIXTHS. 

127. From the above it follows that chords of the sixth may be connected 
'wiik each other, in any order. Such ''lines of 6ths" are common in music, 
and very effective; but they are subject to the following rules: 

a) The bass should move smoothly along the scale, or, at most, with a 
narrow leap. A wide leap, from one 6th to another, is very rare (but see 
Ex. 85, third version, chords 3 and 4; and Ex. 86, chords 1-2, 4-S"^)' 

b) The root should alwajrs be in the soprano, so that bass and soprano 
run parallel in 6ths. 

c) Care must be taken to avoid absolute parallel movement in all four 
parts. 

d) Further, even the forbidden VI] and IIIi (par. 122) may appear in 
such a line of 6ths — that is, when followed by another chord of the 6th. 
Thus: 



Pv. sa7. 




SUCCESSIVE SIXTffS 



in, 
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m, 



^ 



^'MJ-11-JJJ | |JJJ|JJJ | |JJJ 

•a\ . I I . . I I . 




^ l ^^f'rHff l ;;i; l ? 



ljjjj:ii Jiij 







*i) This might also be a 6th (Ii), but the triad is better, after so many inversions; and 
the progression Illi-VI is correct. — *2) Par. 127^. — •3) Par. 1276. — *4) Par. 127c. 
Note how the tenor b obliged to leap, in order to avoid parallel octaves and fifths with the 
other parts. — *$) Par. 127c. Such absolute parallel movement in aUfour parts is tempting, 
but wholly wrong in strict part-writing. — *6) Par. 127a. 

SEQUENCES. 

128. a. The reproduction of a cluster of tones on the same steps consti- 
tutes a simple repetition: 

Bbbthovbn, Symphony No. i. 



^ i#'U.j:iu.j: 



i^ 



,Figure ^ ^Rcp. 



^^^^^^^ 



J L 
modified repetitions 



b. The reproduction of a figure or duster of tones upon other, higher 
or lower ^ steps, is called a sequence : 

Bbbthovbn, Synu No. 2. 



Ex. 
91. 



m 



, JUJ I i^' JjJ^ I ' ^ J 1^2, II 



I 



Figure 



J I 



Sequence 



J l^Lj Li!3ii 



129. Such symmetrical recurrences as these justify any reasonable irregu^ 
larity of melody^ harmony^ or rhythm. See par. 52. For example: 

Melody : Harmony : 




Bhytiun 



n«2)iv 




•i) This extremely irregular melodic progression (7-6-7, see par. 63) is justified by the 
lequence. — ^2) An exception to Ex. 69, note *3), permissible because of its sequential re- 
lation to the preceding measure. — *3) Like Ex. 22, note *3}, which see. 



so 
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130. When the sequential form is adhered to in ott j(yu/r parts, the re- 
sult is a complete harmonic sequence. 

Such chord-dusters in sequential succession are generally good, regard- 
less of the rules of regular chord-progression, excepting when the triad on 
the leading-tone (Ex. 19, note *2) is involved. When this occ\irs, the sequence 
b either abandoned, or altered. 

Sequences rarely extend beyond three (or four) recurrences. 

In minor they are less common than in major. 

For illustration (sequences, with triads and chords of the 6th) : 



a. 




.1 1 -^-^ 1 ^^ i^'^la iJ i J^jJ i. 



r=f 



Ex. 



-i J -^ 



J Ibetter 



■•AAij.j.^iiir 




., r ' ^- 'f r ^ 




^ 



iA"' lA i. J 



r 



r rT 






f 



s 



6e 



? 



Seq. « ^o 



*i) Leading-tone triad. In this case the sequence would be altered to the next higher 
step. — *2) This is the connection of a triad and 6th upon the same bass tone. The figure 5 
(before 6) is necessary, to indicate the change in shape, and the progression 5-6, which occurs 
in the soprano. — *3) Here the sequence is shifted to an unexpected higher step. At the 
same time, the relative position of the inner parts is altered; but the harmonic form as a 
whole remains the same as in the first group. — '''4) The inner parts are altered. 

LESSON 16. 

A. Re-harmonize, with triads and chords of the 6th, Lesson 10, melodies i, 2, 3, 4, 8. — 
Lesson 11, melodies 2, 4, 6. — Lesson 13, melodies 2, 3, 5. 

B. Harmonize the following: 



1. 



2. 



lAa J j i J r Ji r r r[jiJn'(|J|J 



■^ 



^ 



i 



I 



3. 



f 



zz: 



s 



^- 



^ 



n, 



^^ 



I 
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4. 



SI 



^m 



f j'J ii i';''!iJ i j J JM r irTr 1 



6. 



f^Jtffrrr7 i f rO i jj'jLii i ^JJ i f 



••) 



z 
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M m^I ^I J'^ ^JI j .II ^i i'" 





err J i J ^ JMJic i r^ i J^ji a 

^ k ^^^^1 AAA A A V -^ A 



O O 



0000 00 



•1) 



1 's) 



10. 



*J o a « « w^ i^r .0) 



•«) 



Seq. Seq. 



^ 




:^ 



■<S»T 



# 



1) 



v-n, 



¥ 



^ 



I-V, 



^^ 




^^ O 00 o 



la. 



C-"^^ 1 I 1 



i4y[x;.j3 i j ii !irrJir'ffi'rf 



I 1 



t5»-8" 



f 




Hi 



I IiIY Seq. Se(|^ 



IIV2 III ^* 
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18. 




i 



f r r r I 



Seq. VI 




*i) The semicadeDce (par. 1x5). — ^2) The n may be fredy used in minor, when in- 
Terted. See par. zi2, and comp. par. 126. Also par. x66a. Even the inverted m is 
available in minor, but the occasion for it is very rare. — ^3) This may be the VIi, if the 
following chord is the Vi. See par. l2^d, — *4) The tones under the bracket are to be 
harmonized with successive 6ths. Review par. 127. — *$) To be harmonised as harmonic 
sequence of the preceding figure. — *6) An example of irregular rhythm, justified by re- 
currence in the following measure, and in measures 5 and 6 (par. 129). — *7) A different 
bass tone for each repeated tone, throughout this melody. 

C. Extend the following measures in exact sequences, at the keyboard: 



a. 



8. 



4. 








'HI'^'U'M ' 



etc 



m 



4tliDn 



4 times 



4 times 






CHAPTER XVn. 

CHORDS OF THE SIX-FOUR. 

131. When the bass assumes the fifth of the triad, the latter stands in 
the second inversion. Compare par. 119. For example: 

Chord of C Chord of F Ch. of D Ch. of A 




i 



m 



X 



I 



X 



T 



i 



J. 



etc. 



P-flWH [ I •BOO T I 

I II I I |i yiF^ 



I p nrra — | 



riRic- 



Fund, triad ist Inv. 2d Lit. ad Inv. 2d Inversion 

132. The second Inversion of a triad is designated ** chord of the siz- 
fotir " because the shape has changed from "root — 3d — 5th," to " bass tone 
— 4th — 6th*': 



Pir. S33. 



THE TONIC 6-4 CHORD. 
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Triad {c^g) \ itt InT. {t-g-c) ; 2d Inv. g-c-e). 



Ex. 
96. 



i 




-^VHUU>- 



-9- 



-^-nFtB-i^ 






The figures 6-4, when attached to any bass tone, therefore serve to indicate that the 
second inversion is required; i.e., that the bass note in question is not the root, nor the third, 
(as hitherto), but the fifth of the chord. The root must therefore be sought a 5th hdaw 
the given bass note: 




are par, 120. 



Chord of C 



Chord of A 



hordof F 



THE TONIC 6-4 CHORD. 

138. The second inversion is the weakest (though not the least useful) 
form of a chord, and is therefore subject to many restrictions. A second 
inversion is never employed to represent or substitute its own fundamental 
chord, but only for the purpose of harmonic embeUishmetU, The best six- 
four chord is the second inversion of the tonic triad; i.e., the ]« (I in second 
inversion; or " One-two"; comp. Ex. 84, note *i). 

134. The tonic 6-4 chord may be connected (preceding or following): 

With the triad on the same bass tone, namelj, the V. 
This may occur anywhere in the course of a phrase or period, but it is of pe- 
culiar importance at the semicadence, and at the perfect cadence. For 
illustration (both major and minor): 



Ex. 

C major ^ J 

and minor 




' 'ii' 1' iTM" II 



(^ 



i4 iA4^ j.^ 




i s t t itn 



I I 



*i) This chord does not produce a genuine tonic impression, but merely that of a casual 
embellishment of the dominant harmony. — *2) Note the figuring. When the shape of a 
chord changes while the bass tone is held, sufficient figures must be used to indicate the change, 
and where it takes place. Here, ( denotes the triad fonn. — ^3) The bass tone is repeated 
over the bar, contrary to par. i3z, Rule IV. It is therefore evident that thb connection, 
V-If-V, can not take place over an accent. 

136. The use of the connection I2-V at (or near) the cadences, is shown 
in the following 4-measure period: 
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J J j | J-J|Jjji 



( 3'n ... r 



^ ^ .^ 



z: 






p 




* V 



3Z: 



t 



2 i 



136. The tonic 6-4 choid is furthermore connected, before or after: 
With any other form of the same chord, as repetition. 
Thus (major and minor): 




I la Ii 

J 



^ 



I I, I, I 

J J J 



r . r ' r r r 



i 



i j i ^ i i 
'f-r-r i rr-r ' ii 



This, and the preceding connection, together: 



^9 



la V 



I9I1 



Ex. 

100. 

C major 

and minor 







t a 



137. The tonic 6-4 chord may, finally, be also connected, before and after: 
With the triad, or chord of the 6th, upon the next higher or next lower 

bass tone; that is, along the scale, in bass. 

For illustration: 

*i) *i) 

IV I, VI I, IVi la Hi la 



Ex. 
101. 

C major 

and minor 




i 



^^ 



J J I J I I J I ^ I J I i 



r 



i I i i i 



f " f ■ f I ^ 



i 



9u. X3S. 



r//£ TONIC 6-4 CHORD. 
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J J . J J 



^ «a) ^ n) 



i 



; ^j J . ; d=d 



f r'f { ' ] \ \'\ \'\ 



W^ 




*i) VI-Is, and IIi-Is. Both ezcq)tional chord-progressions, justified by inversion. 
^- *i) These parallel 5ths are very insidious. More than ordinary caution must be exer- 
cised in aXL connections of I-II or II-I in major. In minor, however, one of these sths is 
''imperfect" (the diminished 5th in the II), and the paralleb are therefore not objectionable. 
— *3) Six-four chords cannot appear in succession (unlike the 6ths), because of the weakness 
of the successive chord-fifths in bass. 

138. These three connections of the tonic 6-4 chord constitute the basis 
upon which the movements of all second inversions are regulated. Hence 
the following deductions are applicable to second inversions in general: 

Rule I. Six-four chords can neither enter nor progress with a skip in 
the bass voice, excepting when a repetition. That is, the bass is either skh 
tionary, or is limited to diatonic (step-wise) progression, or leaps along its 
own chord-line. 

Rule II. Six-four chords must be connected with triads or 6ths; not 
with other 6-4 chords. 

Rule III. In six-four chords, the bass tone (the chord-fifth) is almost 
invariably doubled. See also par. 121, Rule III. 

139. One exception to Rule I, above, is applicable to the Umic 6-4 chord 
only, in the major mode, namely: A leap in bass from the II to the I9, when 
the latter is accented. Thus: 




t ' % 

LESSON 17. 

A. Write out the following chord-progressions in at least four major keys, in 4-part 

harmony: V-I,-V; I-Ij-Ii; IV | I,-V; Vl-Ir-Ii; IVi-I,-VI; Hi | t-V; II | I,-V. 

B. Play all the above chords (excepting the last one), in the corresponding minor keys. 

C. Construct 4-measure phrases in G minor, A minor, F-sharp minor, and B-flat minor, 
(3-4 measure) with the following chords: 1 1 V-I-V | I-I-I | IV-I-V 1 1 1|, substituting It for 
I at option. D. Construct 4-measure phrases in F and D major (4-4 measure) with the 
fdlowing chords: 1 1 IVi-I-ni-I-V | VI-IV-I-V | VI-I-I-I | I-V-I ||, substitutiDg Ii for I 
lAtettdtsaxaXAt or necessary. 
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CHAPTER XVm. 

OTHER SIZ-FOUR CHORDS. MELODIES. 

140. The next 6-4 chord in order of importance and frequency is that 
of the Sttbdominant (IVs). Its treatment is as follows: 



Connection i (par. 134) 

4z^ 



Connection a (par. 136) Connection 3 (par. 137) 




i I i i %l-%\ 

C:I IVal 



141. The dominant 6-4 chord (Vs), though a principal chord, is one of 
the weakest and least common of second inversions. Unlike the Is and IVs, 
which appear equally well accented or unaccented, the Vs is usually unac- 
cetUed, It is limited chiefly to the diakmic progression (scale-line in bass). 
For example: 



Con. I 



Ex. 
104. < 



Con. 2 



Con. 3 (good) 

IZZ c 





*i) Wrong, for obvious melodic and harmonic reasons. — *2) The 6-4 chord stands, as 
passing chord, between a triad and its first inversion. This is always effective, when possible. 
It is seen (with the Is) in Ex. loi, group 5. — *3) The 6-4 stands, as passing chord, between 
two chords of the 6th; also good, but less frequent than the preceding. 

142. The subordinate 6-4 chords are rare. The. best one is, probably, 
the II«, which is connected as follows: 



Put. 143* 
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Coo. I 



Con. 2 



im±A 



Con. 3 (rare) 




s 







t 2 i Ut^ 

C ; VI IlaVI 
*i) See Ex. 104, note *2). 

143. The Vis is fairly good, especially as passing chord. Review par. 
122, and note that while the first inversion of the VI is very rare, the 
second inversion may be used effectively. For example: 

Con. I Con. 2 Con. 3 (good) ^^ 




f 
J. 



m 



U ii 







2 




i 2 i 

C! in Via m 

*i) See Ex. 104, note *2). 

144. The Ills is extremely rare; it may be used only as passing chord, 
after the triad I. Thus: 

Connection 3 




I JO 

*i) The 6-4 choid passes diatonicaUy <2(nc^miHSfii/f0m a /fio^ this connection is genenJly 
made in a single beat, and it will be noticed that the root of the triad is not doubled — in 
Older not to interfere with the bass tone of the 6-4. See also Ez.lioi| group 6; Ex. 103, last 
measure; Ex. 106, last measure. 

146. The above examples refer to the major mode. But they are valid 
for minor also, excepHng where the U or ILL occur , and where the 6tk and jik 
steps appear in succession; these are limited to major. 

For mstance, Ex. 103, connection 3 — doubtful in minor, because the n is not inverted; 
Ex. X04, last measure — steps 7-6 in soprano; Ex. 105, connection 3— steps 6-7, 7-6, in so- 
pnuio and bass; Exs. xo6 and 107 axe good only in major. 
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146. When a six-four chord occupies an accented beai, it evinces a strong 
inclination to progress into the triad of the same bass tone. Thus: 



MAI 



108. 



i-hJ ii 



C: I 



I i 






IV J j VI 



% I 



n 



3 i 



*i) This IVi aounds like an interposed chord which only defers the natural progression 
It-V. 



LESSON 18. 

A. Re-harmonize, with triads and both inversions, Lesson lo, Nos. i, 2, 3, 5, 16. — 
Lesson iz, Nos. i, 6, 12. — Lesson 13, Nos. i, 5, 6. — Lesson 16, Nos. 2, 4. First review 
par, 1 38 J especially Rule iii. 

B. Harmonize the following: 

1. a. 





8. 

The same 



with the following 



4. Jn) 

owing ending cT"^ 1g^ ^ |^ ^^4^ 




I 



-^ 






% 



m 



i 



-Of- 



^^ 




r ' ^- " 



S I 





•8) ' 



m^ 



II, 



l ^^Jrf 



1 

y*^^ — 



VI 



m 






8. 



M l) I n 



mm j/j 




Par. 147. 



DISCORD'HARMONIMS. 
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-J _ _ ^—, I i i I 




*i) These figures indicate that a 6-4 chord ma^r be used. But this is wholly optional; 
the student may ignore all these figu^^f ^^^ harmonize the melody according to his own judg- 
ment and preference. — *2) Par. 135. — *$) The semicadence. — *4) Par. 127. 



DIVISION TWO. 



DISCORD-HARlylONIES. 



INTRODUCTORY. 

147. The possibility of extending the 3-tone fundamental harmonies, by 
the addition of another (higher) third, was demonstrated in par. 26, which 
review. The 4-tone chords thus obtained are designated ''chords of the 
seventh/' because the new interval (which distinguishes its chord from the 
consonant triad in extent, harmonic effect, and obligations) is a seventh: 

Seventh 



i 



■w- 



jmdZfo,. 



■•- 






148. The 7th is a dissonant interval (par. 23), and its adoption transforms 
the concord into a Discord; the pure and simple triad, an independent pri- 
mary chord, into a restless and dependent harmonic body. The general 
conditions associated with a discord are given in par. 27, which review. Be* 
sides the latter, the following special obligations must be observed: 
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149. Rni£ I. 

A chord-sevenfh must progress diatonically downward. This is called its 
'hresoltttioii*'' 

Rule II. The interval of a 7th should not be followed by an 8th, as the 
succession 7-8 (or 8-7) is usually quite as objectionable as 8-8. 

Rule in. A chord-seventh need not, and should not, be doubled. 

For illustration: 



RULB I 



^ ^^^ ♦ 




Major Minor 



RULB II 




^ va) ?? 



*i) In the chord g-b-d-f , the tone / is the chard^etfefUh, and it is therefore this tone to 
which the rules apply. — *2) Called "Unequal octaves." 

DISCORD-CLASSES. 

160. Any step of the scale — excepting the leading-tone — may become 
the root of a triad, as has been seen (par. 31). But only four of the seven 
steps may be the legitimate root of a discord* These are found, and at the 
same time classified, in conformity with the law of tone-relation, in degrees 
of the perfect fifth, above the tonic. Thus: 



Dominant, or 
Firstclass Discords 



Second-Dominant, 
Second<Iass 




perfect 5th 

VI m 



perfect 5th 



t_ perfect 5th . 



*z) It might be supposed that the tonic-^acords would be the First, and best, class; 
but it must be considered that the tonic would inevitably forfeit its independence, and the 
attribute of repose peculiarly essential to it as "Tonic," the instant it became alloyed with 
a dissonance. Hence the tonic harmony is exclusively consonant, and for that reason the 
Firtt-datt discords must be sought beyond the tonic, namely, upon the dominant. (When 
another 3d is added to the 'tonic triad, above or below, it ceases to be a tonic-harmony and 
becomes a Third-class discord.) — ^2) The 3d and 4th discord-dasses are extremely rare, 
and scarcely maintain any appreciable connection with their key. 



Par. 151. 



THE CHORD OF THE DOMINANT-SEVENTH. 
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CHAPTER XIX. 
THE CHORD OF THE DOMXNAIIT-SBVBinH. 

161. The chord of the seyenth upon the dominant is obtained by add- 
ing one higher third to the dominant triad. 

a) In keeping with par. 69, Rule III, its natural inclination is toward 
the Umic harmonies. Therefore it resolves into the I (or inversion), and into 
the VI (triad-form only). 

V) The resolution of the dominant-seventh chord into the I is called 
normaL The resolution into the VI is called deceptive (comp. Ex. So, note 

*3). 

c) The form and general treatment of the chord are identical in major 

and minor (comp. par. 90, 92). 

cQ In the progression V-I, when both sLre fundamenialf the fifth of either 
of the two chords is usually omitted, and the root doubled. 

For illustration: 



Normal resolutioii, V-I : 



Ex. 

111. 

C major 

and minor 




V r ' f r ' f f 



•T)Ii 



DeoeptiTe resolution, V-VI : 







r f I r f I r I i . i > 



VI 



f f ' f 'r ' f r 

VI I 



i 



♦i) Marked thus: V: and called •* Five-seyen." — *2) Here the chord-fifth (d) ap- 
pears in the V, but is omitted in the following I (g). See par. 151^. — *3) The chord-fifth 
is omitted in the V and retained in the I. — %) Both fifths may be obtained, if the lead- 
ing-tone has a right thus to descend to g (Ex. 48, note *2), The next measure Is doubtful, 
though possible. — ♦$) The seventh may lie in any part. — *6) The V may resolve into 
the tonic 6-4 chord, with stationary bass. — *y) The resolution into the Ii is, however, im- 
possible, because of the unequal octaves (par. 149, Rule II}. ~ *8) In the deceptive resolu- 
tion, neither chord-fifth b omitted. — *9) All these examples are equally good in minor; 
ike ckoi^seventh descends eUker a hdf'-skpliitmajor^ 
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162. The manner in which the seventh of the dominant chord is iftlra- 
iuui is ahnost entirely optional. The following modes are, however, dis- 
tinguished: 

Strict : diat. from abore ; dial, from below; prepared Frbb : (with skips) 

•a) •8), 




f I f i H i I 'f i f M l i r | i n 

87 87 g 7 • I f I 57 T [ 

7 

rv V 



*i) Here parallel 5ths occur, between alto and tenor; they are admissible because one 
of the 5ths ifhf) is not perfect, Comp. Ex. loi, note *2). — *2) Comp. Ex. 68, note *4). — 
*3) Comp. Ex. 51, note *i). This connection, with the V, is a trifle better than with the 
triad V. — *4) A wide leap to the seventh is best made from hekw, Comp. Ex. 34c. 

LESSON 19. 

A. Write out the V in every major and minor key, with its two resolutions (V^-I and 
V^-VI), in ordinary 4-part harmony. -^ B. Find and play these chords at the pianoforte in 
the usual manner, without notes. — C. Write out the following cadence-formula, in a number 
of different keys (major or minor), measure and rhythm optional: 

I-V-V 1 1 II IV-Ir-V 1 1 II n-VI-V 1 1 II m-IV-V 1 1 1| VI-Hi-V | I || V-VI-IVx-V 1 1 II 



CHAPTER XX. 

DOMmANT-SEVENTH, Ain> ITS INVERSIONS. 

163. The principle of inversion is applied to 4-tone chords as well as to 
triads, and is effected in the same manner, namely, by placing the third, 
fifth or seventh in the bass part, instead of the root. Review pars. 117, 118. 

164. The effect of inversion upon chords of the seventh is as follows: 

a) When the bass assumes the third, the chord stands in first inversion 
(as usual); the root and seventh lie above the bass tone in the intervals of 
a 6th and a 5th, wherefore the designation *' Chord of the siz-five" is 
adopted. 

b) When the bass has the fifth, the chord stands in second inversion; 
the root and seventh lie respectively a 4th and 3d above the bass tone, giving 
rise to the designation " Chord of the four-three." 

c) When the bass has the seventh, the chord stands in third inversion; 
the root lies above the bass tone in the interval of a 2d, hence the designation 
** Chord of the seeond.'' For illustration: 



Par. Z55. 



DOMINANT-SEVENTH, AND ITS INVERSIONS. 
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Pimd. chord (g-W-/) First Inv. (W/-^) Second faiv. (i-/-f-ft) Third inv. (f-g-b^ 




*i) The complete figuring (including the note d also) would be, |; but it is only neces- 
sary to indicate the root and sevetUhy as these define both the name and quality of the chord. 
These two tones (in this csLse f-g) are contiguous, and therefore easily distinguishable. In the 
first inversion they are at the top, m the second inversion in the middle, and in the third in- 
version at the bottom of the chord-form; thus: 



e 

6 



fl ig a ^- 



-19 



1 



166. These variouis forms of the dominant-seventh chord axe extremely 
important in harmony, and though differing apparently but little in effect, 
they possess, respectively, marked individual characteristics, which are of 
significance to the discriminating composer. Their treatment is governed as 
follows: 

Rule I. The chord-seventh resolves as before, diaUmicaUy dowmvard. 

Rule II. In the inversions, no interval should be omiUed. 

Rule III. The inversions of the V are limited almost ezcluslTely to the 
normal resolution (into I or Ii) ; that is, only the V^ itself can pass into the 
VI. 

Rule IV. The treatment is identical in major and minor. 



First inv. (Vj) «1) 



Ex. 
1 14. 

C major 

and minor 



i 



«2) , *8) 



Second inv. (V^) 



Third inv. (V,) 



f g>Si9 



s 



>.ll l l ill ilJ -i l J JI-^-^-^l^ Jlj ^ 



f^ ^Y ' r f t f W T *r CT r r <° ^^ ^^ 



. J J , J J 



Uj /, i i , , ."^ J^J J JLJJL 



8 I f t « ^M vit I t ii* 



J J J J 



nr'^ i r^n 



6 
I1 



9 O 



•i) Vi — spoken "FiveHieyen-one.'* — *2) An awkward skip from the leading-tone (in 
bass). — *3) The Deceptive resolution of the first inversion of the V, into the VI, is pos- 
sible in major only, and very rare. The parallel 5ths which must result (in this case they 
are in alto and bass) are not inadmissible, because one of them (b-f) is not a perfect 5th. — 
*4) The second inversion of the V may resolve into either the I or Ii. In the latter case, the 
third of the I must be doubled. — *5) The third inversion can resolve only kito the Ii, on 
account of the seventh in bass. 

166. The iiitroduction of the inversions corresponds to that of the V 
itself. For illustration (comp. Ex. 112): 
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7 



•1) 



•1) 



7 



Ex. 

1 16. 

C major 

mnd minor 






^P 



j=t 



i 



f r 



r 






% 



"^L 



i 



^^ 



^^ 



P=^ 



? 



(^ 






^ 



JL 



f 



I 



J 



^ 



7 



8 •») 



L'l ^ ' f I 



J- J 



\ 



i 



i=d: 



««) . 



m 



f 



^ 



•4) 



\ 



(^ 



^ 



J 



J i i J 



■4 



r^i 



^^ 



I 



f- i r^i K 



f 



*i) In each of these cases parallel sths occur; they are all allowable, because one of the 
5tha ijhj) is not jftrjtci. — ♦a) Ex. 34, a. — *3) Ex. 112, note ♦3). — *4) Major only. 

LESSON 80. 

A. Write out the following chords, in 4-part harmony as usual; the soprano optional: 

77 7 

(G major and minor) I-Vi-I: (F major and minor) Ii-Vi-I; (D major and minor) IV-Vi-I; 

7 T 7 

(B-flat major) VI-Vi~I ; I-Vi-VI ; (A major and minor) I-Vr-Ii ; (E-flat major and minor) 

Ii-Vi-I ; (E major and minor) IV-Vr-I ; Hi-Vi-Iy (A-flat major) V-Vr-Ii; (B major and 

minor) tr-Vi-Ii; (F-sharp major and mmor) I-Vr-Xi; (D-flat major) IV-Vs-Ii; (G-flat 

7 
major) IIi-Vi-Ii. 

B. Find and play these chords at the pianoforte in the usual manner. 



CHAPTER XXI. 

DOMINANT.SEVENTH AND INVERSIONS. MELODIES. 

167. In applying the dom.-seventli chord and its inversions to the harmon- 
ization of melody, the following facts must be recalled: 

a) First: that the V is simply an extended form of the dominant kiad; 
therefore it harmonizes the 5th, 7th and 2d steps of the scale, as substitute 
for the V. For illustration: 



With dominaat triad 

a. 



Ex. 

116. 

C major 

and minor 



P 



j | i J 1 n , ^- ^! =%^ 



i 



^ 



f f T r f ' f f f ^. v- 



^ 1 1 \ r^i I J. 



p^njtn 



i 



f f 'f f ' f 



^^ 



J. 



^M 



P=^ 



i 



Pat. 157. 



DOMINANT-SEVENTH, AND ITS INVERSIONS 



65 



The lama melody with donu-aeventh 5 






I 



m 






J. 



7 7 7 



y 



i=^M^ 



± 



^Li. 



7 
V 



7 



7 

V 



7 

V 



Compare these two versions carefully; note that the chord basis is exactly the same, 
but the seventh is simply added, in each case, to the dominant triad. This is not always 
feasible, or necessary; but generally so. 

T 

i) Second: that the V contains, besides the tones of the dom. triad, 

the additional chord-sevefUk, which is the fourth step of the scale. Therefore 

the 4th step may be harmonized, not only by the subdominani chords 

IV and n as heretofore, but also by the dom.-sevenih chord. The choice 

is determined chiefly by the direction in which the 4th step progresses; it is 

7 

only when it descends diatonicaUy that the V can be employed for this step. 

7 

In other words, steps 4-3 are favorable for the V and I (or VI). The in- 
version depends upon the melodic movement of the bass; the third inversion 
is impossible, because of the chord-seventh in the soprano. For illustration: 



With Subdom. chords 



•a) 



Ex. 

117. 

C major 



■e- 






%J 






J 



IV iVi » IV n) 



Tlw same melody, with Dom.-^th chords 

~ll 1 



n IV iVi ^ 
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*z) It is not advisable to use a dom.-5ni^A at the semicadence; the dom. concord (i.e., 
the triad) is preferable for this point of repose, because less active. — *2) A line of 6ths (Ex. 
89). — *3) Here, the 4th step in the melody must be harmonized with n or IV, because it 
Uaps downward to d, 

LESSON 81. 

7 

A. Harmonize the following melodies, with the V and its inversions; and with reference to 

this summarized table: 



C major 



*^ IS, I I "1 






N. B. 



N. B. 



.or: 



fy g - ^ ^ 



& j^ 



-v 



7 

V 

7 

Va 



1. 



I V IV <^:z; V 

•M. •!•. ft*. 7 

7 V 



2. 



I 



in-iT 



2 V. 



i //JfjJ|J' i i¥i'r i rfr i ^'JJi. 



'i)V 



E 



-^ 



^- 



e 








|.rtji/T^rVjjj| i J^ 



^^ 




J r]j jir frQr; ! ^ -^^-J " 




rtl j ^3^ J I I 



8. 







^ 



^- 



f^i-J J i J j ^ 



E 



sz: 



^- 



■Z7- 



I 



*i) This mariL indicates the semicadence. See Ex. 117, note *i). — ^2) At each of 
these rests, the bass begins on the first beat (as whole note), and the three upper parts follow 
on the second beat. 

B. Re-harmonize Lesson 10, Nos. 2, 7, 11, 16. — Lesson 13, Nos. 4, 9. — Lesson 16, 
Nos. 2, 8. — Lesson 18, Nos. 2, 5, 7. 



Pir. 158. DOM.^EVENTH. LICENCES OF CHORD-REPETITION. 

LESSON 22. 
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2. 



^ 



■g^— ^ 



^ 



^ 



i^ 



s 



^ 



-tf»- 



^ 




mtrf i ^r II 



4. y 

i jl'V. n^ J J i r ^ ■iiJ t jr f i J r r i r r r 1 

*2) ^1 



ijf/rrr j|Jrfj,j i J.ii%J i J.rCf i rt^ 

^tr VI 2 2 "^ i^^ tiT^ 




^^ 




6. 



i M'tj J | J ^ ^ Ji^.p.^ i r^j ju jj jii 



*x) One chord, or two, at option. — ^2) One bass tone {fi'fia£) for both of these notes. 
Comp. Ex. 93, note *2). — *3) The slurs mdicate, as usual, that the chord remains the 
same. The lower parts may change, or may be simply hdd; the latter is preferable, almost 
regardless of duplications, as such active melodic figures should be harmonized as quietly 
as possible. — %) At each repeated tone throughout this melody the ^5 noU must be 
changed. 



CHAPTER XXn. 

DOM.-SEVENTH. LICENCES OF CHORD-REPETITION. 

168. When the chord of the dom.-seventh is repeated, the following 
liberties may be taken with the chord-seventh: 

a) During the repetition of the V, the sevenik may pass downward to 
any other interval of the chord. This is possible in any part, and is equivalent 
to resolution. 
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*i) The seventh disappears; V becomes V — another form of the same chord, — 
*2) Here the seventh reappears, in another part. — *3) Carefully note the manner of fipur-' 
ing the bass. These figures should indicate all the essential tones, and, generally, the man- 
ner in which they move. 

b) Much more rarely, the seventh may pass upward, when the chord is 
repeated, but only in an inner part, as a rule. 

If the seventh passes upward, in soprano or in bass, it should immediately 
Him back, if possible into the resolving-tone. 

better: •«) ^. •s) «*) 




m 



J J | J J | j J 



Ex. ^ n) ' 



Cl' ' r" ' cfl 







t 



*i) Better, because the seventh, after ascending, returns to the resclving-Ume. — *2) The 
seventh resolves where it last appears. — ^3) In the outer parts, the resolving-tone must 
follow immediately, as here. — %) This is wrong, because both parts aim for the resolving- 
tone, and make imequal octaves. — *$) The ascending seventh, in bass especially, must re- 
turn to the resolving-tone. 

LESSON 28. 




Par. 159. 



OTHER LICENCES. 
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i.JJfrf;^irrfJiiJJ]ijrffrrrrini^^ii 




*i) One bass note, at each of these slurs. — *a) A different bass note for each repeated 
tone, throughout this melody. — ^3) The lower parts as quiet as possible. A single bass tone 
is possible, though not imperative. An occasional irregular duplication is freely permissible 
— even that of the chord-seventh and leading- tone — when the melody thus ''breaks'' the 
chord. 



LESSON 24. 



Construct 4-measure phrases with the following chords, in duple and triple measure alter- 
natdy, and in at least 4 alternate major and minor keys; the rhythm, the chord^form and the 
nnenians (bass) of eoery V optional, as usual. See directions. Lesson 14 C. 

i-v-v-v-i-v-i-iv-Hi-v-v-v-v-L 



CHAPTER XXm. 

OTHER UCENCES. THE STATIONARY RESOLUTION. ASCENDING 

RESOLUTION. 

159. Besides the above licences, naturally attendant upon chord-repe- 
titioui there are two others of a more irregular nature, namely, the statidiH 
ai7 MYenth, and the ascending resolution. 



TO 
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160. The chord-seventh may be hdi (in the same part) while the V pro- 
gresses into either of the sttbdominant chords (IV or 11). The harmonic 

progressions V-IV, and V-II, are exceptions to par. 69, Rule EQ; but 
they are rendered feasible by the connecting-link which the stationary 
seventh provides. Being ''irregular/' however, they produce the best impres- 
sion, as a rule, when followed by a rdtwrn to the dominatU harmony. 

Rule. The chord-seventh, during this change of harmony, must remain 
undislurbed in the same voice; and it must not be doubled. For example: 

J^J-'j , . "\ J-J-J 




^^ 



3 



^ 



^^ 



^N 



Ex. 
120. 



f 



T 



1 J. 1 



1 



f 



1 1 1 i 1 




7 7 

*i) After the irregular progression V-IV, the V returns. — *2) The stationary 7th is 
possible in any part, but rare in bass. — *$) Here the stationary 7th is followed by a tonic 
chord; but the V soon after reappears. — *4) The / in bass doubles the stationary 7th in 
soprano. This always disturbs and mars the characteristic effect of the progression. See 
the Rule, above. — *$) In this progression the chord-seventh must remain in the same part. 

161. A singular, but not imcommon, exception to the strict rule of reso- 
lution occurs when the seventh ascends, diatonically, in parallel thirds with 
the bass. For illustration: 




*i) The parallel sths, in soprano and alto, are not perfect. — *2) Here the bass does 
not run in thirds with the ascfsnding seventh. This licence is limited to the second inursicn 

of the V (fifth m bass). 



Par. i6z. 



OTHER LICENCES. 



n 



LESSON 86. 

A. Write out the foUowing chords (in 4'-part harmony, as usual) with uniform quarter- 
notes: 

(Major) V-IVi-Vi-V |T — (Minor) Vi-IVj-Vt-Ii. — (Major) Vi-n,-V | IVi-Ir-Vt |li. 
— (Minor) Vi-IV-Vi-Vi |T — (Major) Vi-n-Vi | IVf-I. — (Minor) V-IVi-Ii-Vi |X — 

(Major) Vi-V | IIi-VI. — (Minor) I-V.-V1 1 IVt-L 

B. Harmonizx^ the following melodies: 



r J^j J i J J r \i\^^n 




m 






h 



*6) 

*i) At each bracket, throughout this ezerdse, the skUionary rescluUan is to be applied 
(par. 160, Rule). — *2) Three bass notes to this e, — *3) The ascending resolution (par. 
161). — *4) Two bass notes. — ^5) This melody is in the tenor. Add the other three parts, 
according to the same principles. 

C. Construct a number of original phrases and periods. 
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CHAPTER XXIV. 

THE INCOMPLBTB DOM.-SEVEirrH. 

162. A chord is called ^'Incomplete" when its root is omitted. 

This omission occurs, occasionally, in the chord of the dom.-seventhy and 

the result is a triad upon the leading-tone. 

See Ex. 19, note *2). For illustration: 

7 7 

y Complete V Incomplete Inversions 



d minor w 



C 

and minor 



i 



7 

V 



•T)- 

7 



-^- 



^ 



I 



7 



7 



*i) Leading-tone triad (sometimes called the VII). The o denotes the Incoiiiplete 
form. 

163. The proofs that the leading-tone triad is simply an IficompkU domi' 
nafU-severUh chord consist in the facts that it contains the most charac- 
teristic feature of all dominant harmonies, namely, the leading-tone; and 
that its harmonic movements coincide in every respect with those of the 

Complete V. 

164. The oV is a diminished triad (because its fifth is diminished); there- 
fore, like the n of the minor mode, it requires inversion to become available. 
Comp. Lesson 16, note *2). 

\ The best form of this and aU other diminished triads is the ist inversion 
(chord of the 6th). 

The 2d inversion, and the triad-form, are both possible, but very rare. 

166. Rule I. The qV is alike in major and minor, both in form and gen- 

7 

eral treatment. Its progressions correspond exactly to those of the V itself. 

Rule II. Any interval may be doubled, excepting the leading-tone. 

Rule III. The dissonance (dim. 5th) generally descends^ but may freely 
ascend, especially when doubled. For illustration: 

•1) «a) *8) «4) «5) ««) ♦z) 




9 

*i) Triad-fonn: rare. — ^2) First inversion. This is far the best form, almost always; 
namely, as chord of the 6th, with the leading-tone in the soprano. Either d ot f may be 
doubled. — *$) The dim. sth (/) is doubled; comp. par. 56a; one ascends and the other 
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descends. — ♦4) Comp. Ex. 68, note ♦4). — *$) Comp. Ex. 77a. — ♦6) The 2d inversioa; 
treated like any other 6-4 chord. — *7) A succesdon of 6-4 chords, contrary to par. 138, 
Rtde II. This is always permitted when one of the 6^4 chords is a Discord, as here. — 
*8) Also applicable to minor, excepting where the 6th and 7th steps are melodically coor 
nected — as in measures 5, 6, 7, 8. 

7 

166. The Incomplete V , and the n in minor^ are the only two legitimate 
diminished triads in harmony. 

To what has ahready been said about the 11 in minor, the following may be 
added: 

a) The best*f orm is the first inversion. The second inversion is also avail* 
able; but the triad is very rare. See, again, Lesson 16, note *2). 

b) Either the root or the third may be doubled. 

c) The diminished 5th resolves daumward. 

d) The best progressions are: IIi-V; IIi-V; IIi-Ii; Hi-la. For 

example: 

•1) 



Ex. 
124. 

II in ninor 



1 iiiJ> i | j>i i n i M | U.i | ij | ^ij i i 




*i) Comp. Ex. 123, note *7). 



LESSON 96. 



A. Write out the qV of every major key (with its inversions), and note the Relative 
minor key in which it is the n, thus: 




II of £ min. 



B, Find and play these chords at the keyboard. 

LESSON 27. 

7 
Harmonize the following melodies, using the qV {cU option) at each *: 

1. a. 

V •!) 1^ U . •!) 
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i 



It 



, «») V ■ 



r'ri" r 



^^ 



E 



J J w\ 




6. 



i f.aj m J i J 



•a) 



n) 2 

V 



r-f r i r r r i r 







*x) Review Ex. 123, note *a), and observe that /Ae leading-Ume in soprano may, under 

7 

all cirenmatancea, 6e harmamud as chord of the 6ih (qV ). This is, of course, not obligatory 

7 

— for the Incomplete V is, at best, a comparatively rare chord. — *2) Observe how service- 
able this chord of the 6th is, when the melody has the irregular succession 6-7, or 7-6. This 
is amply shown in Ex. 123. — ^3) One bass tone. — %) Successive 6ths (par. 127). — 
•s) Par. 161. • 



CHAPTER XXV. 

CHORD OF THE DOMUfANT-inNTH. MAJOR. 

167. According to par. 26, chords of the seventh may further be extended 
from 4 to 5 tones. In the latter case they are termed * 'chords of the ninth," 
because the new and distinctive interval is a ninth from the root. 

168. A five-tone chord may be erected upon each of the four fimdamental 
steps (V, n, VI, III) as defined in Ex. no (which review, with context), 
and they are classified accordingly, that of the dominant belonging to the 
First class. 

169. The chord of the ninth upon the dominant is obtained, then, 
by adding one higher third to the dom.-seventh. This demonstration of the 
origin of the uppermost interval is significant, as it determines the correct 
location of the ninths in relation to its root. For illustration: in the 5-tone 
chord 




Pftr. I70, 



CHORD OF THE DOMJNANT-NINTH MAJOR. 



n 



obtained by superposing one more third (over the 4 tones g-b^J), the tone 
a is removed from the root (g) by a distance eocceeding an octave; the a immedi- 
ately above the root 



i 






SS= 



has no legitimate place in this chord. Hence the distinction which must 
here be made between a second and a ninth (see Ex. 6, note *3). 

170. Like all dom. chords, the dom.-ninth tends toward the tonic har* 
mony. The details of its treatment are as follows: 

Rule I. The chord-ninth may never Ue less than 9 tones above the root. 
r In majori the ninth of the dom. is rarely placed in any other voice than 
the soprano. 

Rule n. The ninth resolves diaionicaUy downward^ like the seventh. 

Rule III. In the Complete chord, the root is generally given to the bass; 
and the 5th {never the jJ, nor the Jth) is omitted. For example: 



Complete Y 



-^^ "^ ^^ ^^ ^^ 



Resolution 

•8) 



Ex. 
125. 
C major 




♦a) «4) •«) «e) •7) V I V V V I, n) 

♦i) The "Five-nine." — ♦2) Ninth in soprano (Rule I). — *3) The ninth heUfw the had- 
fn;-/<m« is never legitimate. In this case, a must be differently analyzed; see later. — *4) See 
Rule L — *s) The seventh is omitted (Rule m). — ♦e) The third omitted. — *;) Possible; 
but see Rule I. — *8) The ninth may be resolved alone. 

THE INCOMPLETE DOM.-NINTH. 

171. In the 5-tone chords the root is much more likely to be omitted 
than in those of four tones. In fact, it is more common to omit the root than 
the fifth; therefore 

The dom.-mnth generally appears in its Incomplete form, as chord of the 
seventh on the leading-tone. 

a) The root is omitted (qV). 

h) The bass takes either the third, fifth or seventh — newr the ninth. 

c) In major, the ninth is usually given to the soprano, but is possible 
in an inner part, if not placed below the leading-tone (Ex. 125, note ^3). 

d) In the Incomplete chord, no interval may be doubled, and, conse- 
quently, no omissions are possible. 

e) The resolution corresponds to that of the Complete chord. For ex- 
ample: 
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Incomplete V (qV) 



N.B. 




126. 
C major 




J J . J J 



^ 



•0) 



t ♦ 










^ 



*x) Ninth In soprano. — *2) Ninth in bass. — ^3) These parallel sths are extremely 
tempting, and demand especial vigilance. The best remedy is to double ike third of the re- 

o I 

sohing I (as seen in the preceding measure). Thus: qV — I. — %) Ninth in alto. This 

is good, though rare. The ninth lies above the leading^tone. — *$) See Ex. 125, note *3). — 

*6) Ninth resolved alone. 

o o 

172. The licences in the resolution of the V and qV correspond in general 

to those of the V (par. 158, 160, which review). Namely: During repeU- 
Uon the 7th and 9th may leap downward; and the dissonances may be held, 
during the progression into the IV. For example: 



Repetitioii **) J 1 ^ **^ *^^ 

gi.j)i;->jri|]^; i /-.^i i ;. , )i^y i jj)i 

l l-> - i[l. fK ir l , ^rlf jf l .fjr ^^ 

O fiT 0907 0020 O 

y 7 6 y 5 6 y 



907 S8'^ 



Stationary dissonance 
*4) 




o 
V 



•6) «5) 



^^ \ H'1\H^l 



i 



f 








m jUi 



? iViVi ^21 s a iVi» n, VI 



» IViVi 7 I I 

*x) When the 9th progresses thus into the 7th, the resolution of the latter suffices for both. 
Da the next measure the 9th leaps down to the leading-tone. — *2) The 6th st^ (a), as 
9th of the dominant, should not progress upward (into b), for obvious reasons. — *$) In 
such rapid succession, this mav be justifiable. — %) A dominant chord; oomp. Ex. xao, 

note *z). The next measure, V-IV-I, is, however, also possible. — *5) These transitioos 
into n or VI are doubtfuL 



Par. 17a. 



THE INCOMPLETE DOM.^NINTff. 
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LESSON 28. 

o o 

A. Write out the V, and qV (with inversions), in every major key, followed by a resolu- 
tion into the tonic harmony. 

B. Find and play these chords at the keyboard. 

C. Harmonize the following major melodies, with reference to this summarized Table: 



C major 




T T ri 
VI tto. 



I ^1 V' 
••0. n vT 

•!•> o ^ 



1 IV V* } 



T 



.V* 



n - V V 
fflov^v^ 

oV^ 



m— rr 

V — yo 

V-oV* 





y 



4. 



I ^A^JJJ l rr^j ljjj I W f l rr 




i 



y 



% 



••) 



i 



^ 



S 



6. 



f- 



f i 'J ii >"Hirrr i 




;r[li''Crlfll 







g 



i9 19 19 



V 






<^ 



^ 



^ 



-»■ 



o o 

*i) According to the rules, and the above Table, the V and qV in major are limited 

almost exclusively to those points in the melody where the sixth step occurs (descending). — 
*3) One bass note through each slur. — ^3) Two bass notes. — %) A different bass tone at 
each rq;>eated note. 
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CHAPTER XXVI. 

CHORD OF THE DOM.-inNTH. MINOR. 

173. The ninth of the dominant chord, being the 6ih step of the scale, 
undergoes modification in the minor mode (par. 87). Therefore, the dom.- 
ninth is the first dominant chord which differs in major and minor, Comp. 
par. 90; par. 151 c. Thus: 



Ex. 
128. 



i 




1 



C : y in major V in minor 



174. The transformation of the 9th from a major to a minor interval 
does not alter, but rather confirms, its obligations, and facilitates its treat- 
ment in many respects. 

The rules given in par. 170 (which carefully review) are also valid for the 
minor dom.-ninth, with one exception, namely: 

The ninth of the minor chord may lie in either inner part, quite as well as 
in the soprano. 

But the 9th is not possible in bass. And, as usual, it lies never less than 

nine tones from the root (in the Complete form). For illustration: 

9 

CoMPLBTB v. (Compare Ex. 125.) 




o 

*z) The third inversion of the Complete dom.-ninth (i.e.» 7th in bass). Extraordinary 
as this chord looks (and sounds), it is nevertheless perfectly correct. — *«) The first inver- 
sion of the Compl. V^. These unusual forms are somewhat more easily obtained in minor 
than in major. — ^3) Stationary dissonances. Here, a 6-4 chord is exceptionally introduced 
with a leap in bass. It resembles Ex. 102. 



Par. 175. 



THE CHORD OF THE DIMIITISHED SEVENTH. 
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THE CHORD OF THE DIMINISHBD SEVENTH. 

176. The difference between the major and minor chords of the dom.- 
ninth is most marked, and most significant, in the Incomplete form, which, 
here again, is by far the most common. 

176. The Incomplete dom.-ninth| or the chord of the seventh on the 
leading-tone, in the minor mode, is a chord of the diminished seventh. 

It bears this name because it is the only legitimate chord which contains 
the peculiar interval of a dim. 7th. It is one of the most frequent and im- 
portant forms of the dominant harmony, distinguished alike for its great 
tonal beauty, and its almost incredible flexibility. 

177. The treatment of the chord of the dim. 7th coincides with that of 
the Compl. V^. The 9th (i.e., the 7th from the leading-tone) may lie in any 
voice, either above or bdow the leading-tone (but it should be avdded in the 
bass voice, as much as possible); and it resolves diatonically downward. 
For illustration: 



I>iminished 7th (qY) 





*i) The false melodic progression from the 6th stq> to the 7th, in minor, is hettJusUJUd 
by chofd^epetUian, — *2) Even in minor, where one of the sths is imperfect, these parallels 
should be avoided. G)mp. Ex. 126, note *3). — *3) The/ in bass is actually the 7th of the 
chord, wherefore its best progression is diatonicaUy downward. But onnp. Ex. 123, meas- 
ure 7 (alto). — \) The original 9th in bass is objecdonable, because it gives a very weak 
choid-form. It is best in repetitions. 
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Additional illustration, for analysis : 
Adagh 




FJI minor 





BSXTHOVSN. 



Later ; T^tiw » ^ BSXTHOV 



. 106. 



^ 





V V V I« I« V I« V - V V V I« la V^ L 



'^2 -^a 



>-a 



LESSON 29. 

e 

A. Write out the V Complete In every minor key. — B. Write out the chord of the 

Dim.-7th, and its inversions, in every minor key. — C. Find and play these chords at the 
pianoforte, without notes. 



LESSON 80. 

A. Re-harmonize, chiefly with the dim.-7th chord. Lesson 11, Nos. z, 5, 6, 7, 10. — 
Without reference to any directions there given: Lesson z6, Nos. 5, lo. — Lesson 18, Nos. 4, 
6, 10. — Lesson 21, Nos. 4, 5. — Lesson 22, Nos. 3, 4. 

B. Harmonize the following, using the V®, occadonally Complete, hid cMefly IncompkU, 
A doBL-ninth chord (or dim.-7th) is possibki but not obU^pettoiyi at each ^; 



Par. Z78. 



UNFIGURED BASSES, 



8i 



2. 



^P 











tza 




^ 



*i) 



j t el ^ 



^ /g 



e 



e 



S 



^ fr> 



Hi 



• Ii 



^^ 



IS: 



■#- 



rtVcfrfr^r i frr i ^^ 




*i) Two bass notes. — *2) Lower voices may be held through the measure. — *3) Lower 
voices P *1 *1 ; and the same in the next measure. 



CHAPTER XXVn. 

UKFIGimED BASSES. 

178. In adding the three upper parts to an unfigured bass, the same general 
rules must be observed as in adding three lower voices to a given mdody. 
The two processes, though inverse, are nearly identical. The following table 
(which compare carefully with that given in Lesson 28) will therefore suffice: 



IT. 



Ex. 
182. 
C major 



7 

V 

7 

UMaJ. O*^ 
(num.) 



o 



(A 



IT 



T 

T 
T 

•I 
0^ 



T 
T 

T 
f 
T 

h 



n 

IT. 



TI 
IT| 



V 

7 

V 

o 



m 



^ uaA ^ 



g b gr 



^ a « < i g 



a 



2 



8 



^ 



d22z: 



and minor Steps: ^ 

179. Besides which, however, the following generalities must be recalled and borne in 
mind: The bass note is not as likely to be the chord-fifth as it is to be the root, third or seventh. 
The leading-tone is not likely to be a ''root apparent'' (see par. 164), as qV^* ^^^ *^ 
minor, neither the ad nor 3d steps are likely to be roots. 

In all minor basses, the Incomplete dom.-ninth (chord of the dim.-7th) 
is to be used v^/r^3^. 
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LBSSON 81. 

Add soprano (and then alto and tenor) to the following basses. 






•8) n) 

f^ 



■^- 






8. 



4. 



i'.j'*iHf i rrJJ | jjjr i rJjjH- 



ir:/>v 




^F 4i 



•») 



jJ i jrr i r»^j i f' I I 



6. 



6. 






s 



? 



tfii/TJ i JJ^ i ctrJj i jj i 



^' •») ••) •») 



8. 



fc£ 



i JJrirrnrjr i J. ii ^vr i rTrrirTf'rr;rj | Ji i 



•• •») *a) 




•i) All stems down. — •a) Basses i, 2, 3, 7, in m»fuyf also. — *3) Two melody-notes 
(at option). — %) When step 2 is followed by step i, as here, it is far more likely to be a 
domnatU chord, than the n. — *$) All minor basses in at least two ways. — %) One 
mdody-note to each slur. 



1. 




^ 



n) n) 



LBSSON 88. 
•1) 



a. 



7-t5> 



223=5: 



^ 



5t 



11 




I r:;Tiar- 



H-t-4^ 



^^ 



•») 



•a) 



8. 




1^ Jj l J J I jlWaf^ 



4. 







m 



•4) 



^ 
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5. 




(o) 



"tTj j i J:; 



^ 



m 



••) 



^m 




(t)_^ (» 



(?)(» 



e.«4) 



rAi'jNj i jrrr i rjrjuJrJJi i i 




f^JE l gjjgaigg l J^f 



•i) Three melody-notes. — *2) In two ways. — *3) Also in mincf, — *4) The three 
ui^r parts together on the G-staff. Pay strict attention to the slurs; cm mdody^wM to 
each slur. 



CHAPTER XXVin. 

CHORD OF THE DIMINISHBD-SEVENTH, CONTINUED. 

180. In working out this lesson, all in the minor mode, the student will 
put the broadest possible construction upon the term "Dom.", and deter- 
mine at his own discretion the form (V, V, qV', V®, or ©V®), and the inversion 
(bass note), of each dominant chord, giving preference, however, to the chord 
of the dim.'Seventh. The rhythm (arrangement and repetition of the given 
chords in the measure and beat) is also quite optional^ The following ex^ 
ample will serve as a model: 

Given the chords (minor mode) : 



Solution: 



I|Dom. |I-IV|Ir-Dom. |I|l 



D minor, duple measure 



^mm 
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E minor, triple nMAsare 

J J 




LESSON 88. 

A. Construct two phrases (at least), in different minor keys, with each of the following 
chord-series. The required number of beats (or of melody-tones) will be obtained by chofd- 
repeiUion. Study the above model closely, and review the directions given in Lesson X4C: 

(J and §) I-Dom.-I | Dom.-VI-Dom. | I-Dom.-I-IIi | Dom.-I || 

(ill and I) I-IV I Dom.-IV-Dom. | I-H-Dom. 1 1 1| 

(I and I) 1 1 Dom. | I-ni | I,-Dom. 1 1 1| 

B. Construct two (or more) periods, in minor, with the following chords, using the dim.- 
MTenfh at each *; everything else optional: 

(I and I) I-*-I I •-IV-V | I-M | V^l ♦-IV-* | ♦ ♦-! | Hi-Ir-V 1 1 1| 

Some experiments may be made with these chord-series in major also. In this case 
the dim.-seventh will not appear, although the qV® (with the limitations of par. 171) will be 
available. 

C. Omstruct a number of original 4-measure phrases (both major and minor), following 
the above process. 



CHAPTER XXIX. 

SBCOND-CLASS DISCORDS. 

181* The fundamental tone of the Second discord-class must be sought 
one perfect 5th higher than the dominant, or two perfect stbs above the 
tonic; it is therefore the second step of the scale. Review Ex. no, and 
context. The Second class comprises the same number and forms of chords 
as the dominant class, namely: The triad; the chord of the seventh, Com- 
plete and Incomplete; and the chord of the ninth, Complete and Incomplete. 
Thus: 



Ex. 

184 

C major 



i 



Seoond-DoBL Concord 



Discords 



•«) 



•») 



■w 



-w 



1 



& 



7 7 

*l) n Compl. II Incompl. II Compl. II lacooipL 

or IV ,^ 

or IV 



Par. i8t. THE CHORD OP' THE SEVENTH ON THE SECOND STEP. 85 

*i) ** Two-seven." — *2) The IP without its root proves to be the subdominant triad 
(the IV). See next paragraph. — *3) Called " Foor-seTen," instead of Jl^, because of its 
relation to the IV, the name of which is established. 

182. It is now necessary to revert to £z. 19. note *i), and par. 96 (which see), and eluci- 
date the apparent contradictions which are presented by the subdominant or Second-class 
body of chords. About the discords of this Class there is no uncertainty, but the concords 
(n and IV), as has been seen, do not, in practice, preserve their actual theoretical co-rela- 
ticms with full emphasis. From the above example it is theoretically apparent that the 
triad II is the principal representative of the "subdominant*' harmony, while the IV is only 
an Incomplete form of the IP. This confirms the theory that no chord-root can be accepted 
upon any perfect 5th below the keynote. Practically considered, preference is likely to be 
given to the IV, because of its direct perfect-fifth relation to the tonic. The degree of promi- 
nence which either of these two equally important chords assumes, depends upon the acci- 
dental emphasis given to the tones d ot f respectively. The following table illustrates this 
(in C major), and demonstrates the coincidence of the subdominant with the Second-dass 
chords, in the tones /-o-c: 

Third rank — Second-Dom. (7th) d-f-Or^. 

Second rank — Dominant g-lh-d. 

Sth 

Mf" First rank — Tonic C-E-G. 

5th 

(Third rank ?) — Subdominant /-a-c. 

One significant deduction for the student is, that (he Second-dominant and Subdominant 
chords bear the same relation to the dominant harmonies, that the dominant does to the tonic. 
Therefore the term "Second-dominant'' is peculiarly indicative, and preferable to "Sub- 
dominant." 

188. The distinctive external characteristic of fundamental Second-dass chords is their 
fKJiMf third — in C major the tone/ instead olf -sharp: 



C major 



i 



T 

n 



-not- 



1 



I 



This interval distinguishes them from the dominant or First-class chords, whose major 
third, being the leading-tone, is their most significant feature. 

THE CHORD OF THE SEVENTH ON THE SECOND STEP. 



184. The chord of the 7th upon the second step, the If, and its inversions^ 
resolve most naturally into the preceding chord-class, namely: 

Into the dominant chords, whereby the chord-seventh descends diatoni- 
cally, as usual. 

•1) .LX •«) 



Ex. 

136. 

C major 

and minor 



^m 






-»■ 



(b)- 



■t^» *Br 



sr 



-er 



^ 



< 



7 7 7 7 

II 111 IIq III 



f 



f 



1 ,U ^ l I 



fe 



1=* 








t 



7 

V 



J 4 

7 7 

oV 



Ll^ 



5 



r 

V 
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J-H -'^ ^ 



I 






m 



i 






I ' f I ' f 



p 



f 



i i 



i 



J 



^m 



f f 



i 



J 



J 



?: 



ri i f-i f 



e 



2 



V 



t 



7 

V 



9 O 



*i) A-mUural in major, and a^Jlat in minor. — *2) These first five measures illustrate the 
resolution of the IP into each of the five dominatU chord-forms, — *^ The second inversion of 
the II'' is best in minor. Otherwise no distinction is made between the two modes. 

7 

186. The II and its inversions, like the dominant discords, are also en- 
titled to the licences of chard-repeMion (review par. 158); and those invol- 
ving the stationary seventh (review par. 160). 

For the progressions with stationary seventh (into the tonic chords I or 
VI) the Second-class discords all evince great preference. 



Ex 

136. { 

C major 
and minor. 



.^^^^^^ 



m 



j=y 



iiiJ^J;^iiiJ4i4 



E 



^ 



nn 



^ 



Mii^,f>f , ij,i;/„ 



7 i.-oj 




F 



*i) A curious example of parallel 5ths (perfect) in both pairs of upper and lower parts. 
They are justified by chord-repetition. — *2) It is not unusual for the 7th of the IP to leap 
downward, thus, to the dominant, to avoid doubling the leading-tone, when the latter b in 
bass. Here it is the tonic — a tone whose importance gives it certain privileges. — *$) Comp. 
Ex. 102. — *4) Wrong, like Ex. 120, note *4), which see. 

186* The introduction of the dissonances in Second-class chords denumds 
closer attention and more restriction than in dominant chords. Review Ex. 
112, and limit the seventh of the 11'' to strict introduction, as much as possible. 
Thus: 

Prepared Repetition of chord 



Ex. 

187. 

C major 

and 'minor. 






J.*"', * 



■-tn-i^ 



i 



f 

4 ] ^ii 1 1 



J.f J.- - 



7 I 8 

VI IV 




M^-4 



T 

n n 
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*i) In the IP itsdf (root in bass) the chord-fifth may be omitted^ and veiy frequently is. 
In the inversions, however, there are, as usual, no omissions. — *3) These sths are wrong 
in major only; in minor they are not perfect. Comp. Ex. xoz, note *2). In passing from I 
into IP it is usually necessary to omit the fifth of the latter, especially in major. 

187. Especially unique is the introduction of these chords after dominant 
harmonies, thus: V-If, V^-If, etc. This is merely another version of par. 
160 (which review), and involves the following rules: 

a) The 7th (or 9th) of the dondnant chord remains stationary* 

b) After the Second-class chord, a dominant chord must return, in some 

form or other. 

??«a) 



1380 J J I 



f^ i^^^f^^l "^ ^ 



( b^f f | ^>r' f I r Ar J,. i r | f' f|| 

r.777eae7 777777 9 o o 77 

^v n V • »„v vnvnVftV v ^v «v vn i 



77777 7 9 9 
oV vnvnVoV v oV ©v vn i 

*i) These first 2 measures are applicable to major and minor. But the others demand 
modification, as usual, wherever the 6th and 7th steps are melodically connected. — *a) Two 
stationary yths in succession are objectionable. 

Further illustration: 




IVa 

LBSSOK 84. 

Write out the following chord-successions in different keys, in 4-part harmony, with 
uniform quarter-notes. All inversions are optional, unless specified. Resolve all icventlu 
properiy. See £z. 137, notes *i) and *2) : 

(Major) I-n-V-VI. — Minor) VI-ni-Vi-Ii. — (Major) Ii-Hi-Ir-V. — (Minor) 

I-fir-o^-^r-I. — (Major) I-Hi-VIi-n-oV-L — (Mmor) I-IYi-fit-Vi-Vt-IV-oV-oV-L— 

.^S7777 07 ,777770 7 

(Major) I-Vr-n-V,-II,-oV-V-I. — (Minor) I-V-Dr-V-Vt-IIi-oV-Ii-n-Ii. — 
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THE THEORY AND PRACTICE OF TONE-RELATIONS. Par. i88. 



LESSON 86. 

A. Re-hannonize Lesson lo, Nos. i, 2, 3, 8. — Lesson xi, Nos. x, 4, 6. — Lesson X3, 
Nos. 3, 5. — Lesson 18, Nos. 2, 4. — Lesson 21, Nos. x, 2. — Lesson 27, No. 6. 

N.B. The n'' is possible (not obligatory) at those steps where either the IV or IE would 
be used. 

B. Harmonize the following melodies. Some form of the IP is passihU at each * : 

1. 



w'*^ f r 1 ^ J ^ r i r' r r r i r ^j ^^ 



2. 



M^^i f\y i' 



tj^4 i r 



P^^=i=^ 



ir r i r'^ 



f 




u 






CHAPTER XXX. 

OTHER second-class: DISCORDS. 

188. The 5-tone chord upon the second step(second-donimant) is ex- 
tremely rare in its Complete form, but is available and not uncommon with- 
out its root, as chord of the seventh on the fourth step (IV, or Incomplete 
n® — compare Ex. 134, note *3). 

The treatment of the IV corresponds in every essential particular to that 
of the IF, but is more rigorous. Licences of introduction and resolution are 
almost entirely precluded. Review par." 184, "185 and 187. The seventh 
descends, as usual, or remains stationary; and there are no omissions. Thus: 

Regular resolution: 
N. B. 







-9- 



"*ter 



I 



I 



I 



g g 

"^ -^ 

7 7 7 

n IV IVi I Va IV, 



^ 



l-yt f i f-r ' rr-f ' r i' 



J.. .' 1 ^ J I 



-8— t 



J. J I) 



i J. 



S 



^^ 



J A^A i 



m 



7 ▼ 

rv V 



Pftr. i9g. 



THE THIRD AND FOURTH DISCO RD-CLASSBS. 
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Stationary dissonance 

ni^H--il\4HU.4J-4-4 




H^ 



Pur. it;. 



X 



I i ±^± J. J i J 



■* — »■ 



:t=± 



7 

IV I, 



7 0ft 7 7 7 
4 8 V— IV— V 







*i) The IV rarely resolves into the triad-form of the dominant, on account of these sths, 
which disappear when the dominafU-sevefUh or ninth follows. — *2) The inverted forms of 
the IV are rarely used. — *3) The resolution into the tonic, with stationary seventh, is 
very frequent and effective, and removes the danger of parallel 5ths. — %) In minor, e-JkU 
aatda-JkU, 



THE THIRD ABTD FOURTH DISCORD-CLASSES. 

189. Of these extremely rare chords, the best is the seventh upon the 
6th step — Vf. Its connections are as follows: 



Ex. 

141. 
C major 

1) 




••) 



N. B. 



t=^=i^ 



t ' fTv'^ ^ 



^ 






7 
VI n 



•7 T I 



t 



t 



771 77 

vin V VI 




777 
nvi n VI V 



Yl^ oV V VI 



*i) Principally in major; possible in minor only where the melodic connection of the 
6th and 7th steps can be avoided. — *2) Thiid-dass chords resolve "regularly" into those of 
the Second dass (II, If, etc.). — ♦s) Analogous to par. 187. — *4) An "irregular" (but 
very common) resolution, into dominant chords. 

SEQUENCES. 

190. All the rest of these remote Discords are least objectionable, be- 
cause most comprehensible, when used in sequence-relations with better 
chords. Review paragraphs 128, 129, and 130, with their examples. The 
possibilities here are more numerous than in the former lessons, because the 
sum of chord-forms and inversions is much greater. But, as stated in par. 
130, sequences are far less common in minor than in major. All questions 
of quality or admissibility must be left to the ear. A few random examples 
will suffice: 
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THE THEORY AND PRACTICE OF TONE^RELATIONS. Par. igo. 



a. 



b. 



Ex. ^ 
142. < 
C major 



< kflMf/ l ^^ l ^||^i^^JlJljz^ l JJi 




'■^'iB f> I r nf f 



11 11 9 11 



.O. 



Z.TT rrJ^ 

'i|iVi|iVi|i'i 



7T7777P7t7 7 O 

mvinv iiVoVmvi v i vin«v 




7 O 
VI nV 




^^ 



Further illustration: 
Presto. 




J^ i r^)/^!^ ^ ! 



7 

VI- 



7 

-n- 



7 

-V- 



J I 



7 
I- 



7 

IV- 



Par. 191. 



FIGURED BASSES, 



91 



Schumann. Op. 2a 




*i) When the tempo is so rapid, successive beats, of similar harmonic import, blend; 
therefore these chords are defined by grouping both beats (represented by each bass figure) 
together. — *2) The figure in J^-notes continues throughout, as in the first and last measures. 
The pupil is to play it in its correct form. 

THE AUGMENTED TRIAD. 

191. One unusual chord, of the Fourth discord-class, claims special men- 
tion, namely: the triad upon the third step, in the minor mode. It is an 
augmented triad (par. 111&), and is treated thus: 



Ex. 
144. 

Cminor 



^fe 



^S 



¥ 



t 




m 



m 



n 



r 

▼I 



rr 



!▼, 



r 



^^ if ^ 

a Ti, 



I 



FIGURED BASSES. 

192. The student is now sufficiently familiar with the figures placed be- 
low the bass tones, to work out an exercise from a figured bass. The figures 
indicate the shape of the chord; that is, the intervals which accompany the 
given bass tone, reckoned upward from the latter. The most important aim 
is to secure a good soprano melody. The following fairly elaborate model 
should be carefully studied: 

Given bass, figured 
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THE THEORY AND PRACTICE OF TONE-RELATIONS, Par. zgs. 



LESSON 86. 

7 7 

A. Harmonize the following melodies. A Second-dass discord (11 or IV) is 'possibU at 

each*: 

1. 2. 



i f^Vi^r i r r ' ^^ r i r r r i -n i >^^ 

« • • ft 



■Of- 



^ 




Yl TV I 

*x) The brackets indicate sequences. 
B. Work out, and analyze, the following figured basses: 
1. 2. 

a»i) .a 8 



D't ^r J rN J J 



t 



J i j i i'i'itf i J^rr i r^ 



-^- 



^ 



Si 



e 2 7 

8. 



I 3 



9 a 




J1 I J J f 11 ^"!; 



^ 






32 




^ f r j ^^ 



77 a«7 ?e7 077'' 

*i) The figures above the bass indicate the interval the soprano is to take. — '^2) The 
riiaip b a necessary reminder of the accidental before the leading-tone, in minor. 



Par. xgs* 



THE SYSTEM OF KEYS AND MODES. 
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DIVISION THREE. 



KEY-RELATIONS AND ASSOCIATIONS. MODULATION. 



CHAPTER XXXI. 

THB SYSTEM OF KEYS AND MODES. 

193. The relation of key to key is precisely the same as that of tone to 
tone, and is measured by the interval of the perfect fifth (harmonic degreei 
par. 8). Keynotes which lie a fifth apart have adjacetU signatures; for ex- 
ample, &-jlai (3 flats); h-jlaiy its upper perfect fifth (2 flats); orjUU^ its lower 
fifth (4 flats). 

As shown in Ex. 64, N. B., the rdoHve minor of a major key has the same 
signakire as the latter. 

194. From this it appears that 

The degree of relation between one key and another ia indicated directly 
by their signatures. 

The foUowing circular arrangement of keynotes and signatures illustrates this dearly: 




*i) The distance from point to point is a perfect 5th, or harmoaie degree, akmg each 
line — major and minor. The outer circle rq>resents the major keynotes, indicated by 
capital letters; the inner drde, minor keynotes, small letters. The difference between the 
size of the upper and loweir arcs serves to illustrate the ackkU difference between g-JUU and 
f'Sharp (e-flat and d-sharp), but is intentionally exaggerated. 
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196. Each key is seen, in the above charts to be surrounded by five other 
keys (major or minor). These are called the attendanti or next-related, keys. 
For example, from C major (natural signature): 

1. The Relative key, a minor (same signature); 

2. The Dominant key, G major (i-sharp signature); 

3. The Relative of the Dominant key, e minor (i-sharp signature); 

4. The Subdominant key, F major (i-fiat signature); 

5. The Relative of the Subdom. key, d minor (i-flat signature); 

All the rest of the 24 major and minor ke3rs are more or less foreign to the 
key of C. The so-called remotely-related keys will be defined later. 

MODULATION. 

196. Modulation is the act of progressing from one key or mode into another ^ 
or of exchanging one key for another. 

197. The process of modulation, while subject in general to the foregoing 
rules of ipart-writing, is furthermore regulated by the following special rules : 

RULE I. Modulations are limitediordinarily to the five next-related keys. 
A transition which extends beyond the next signature is called "extraneous/' 
and is alwa3rs subject to special conditions. 

RULE n. The desired key is most easily and legitimately reached through 
one of its dominant (first-class) chords (V, V, oV^» V^9 or qV^ in any form). 

RULE m. The key may also be entered through any| second-class 
chord (n, n'', IV, IV) in any form. 

As a rule, it is not satisfactory to enter a key through any tonic chord; 
but there is one notable exception, namely: the tonic 6-4 chord, idien ac- 
cented. This is due to its intimate relation to the dominant harmony; comp. 
par. 135, and 146. 

RULE IV. It is alwajrs best to close the original key upon one of its 
tonic chords (I or VI in the usual forms). 

It is also possible to abandon a key at some other, non-tonic, chord, but 
often awkward, and always conditional. Hence the following fundamental 
modulatory formula: 

198. Abandon the first key at one of its tonic chords, and enter the de- 
sired key through its dominant class; more rarely through its second class; 
or through the accented tonic six-four. 

Illustration of these rules: 

•a) 



Ex. 

147. 

From C 

toG«6) 




jj J.A . JiJ.4-i i ii jii 



Nr'i' i r r 1 11 



k 



C I, GV 



C I G_Va 



n i iwriri^f t \ 



C I,Go^ 



Par. xgg. 



MODULATtOS. 
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•») 



11 ,' r; i^' n ■: 




aHJiJ I n 



. lA , l ?ir f \ l I f I . ^ 



f U'^ rJM r I r I r^ jTnM IHTfTT 




C VI GV 



C IiGoV 



C I^G II Vj 
•4) 




i 



^ 



%Ff^ 



ii"iV.i;i;i;' i,'iii,.ii 



r- r rr 



^^^iF^F 




J 



i 



i ji>^ , J ili A ij. 



Nf I rif.f fif If f r i r ftHi 

7 7 A 



t=t 



C IGII V 



C Ij^GIV II oV 



C VIiGI, V 



*i) The modulatoiy transition is effected by the connection of the two chords under the 

I 1 ; the first one is the Ii of the original key (C), which brings the latter to a sufficiently 

marked dose, leaving no impediment to the change of key, or modulatory digression; the 
second of the two chords ushers in the desired key (G), through the agency of its dominant 
chord, which contains the leading-Ume, — *2) It is evident that the rhythmic location of the 
modulatory chords (on heavy or light beats) is of comparatively little moment. — *$) The 
new key (G) is entered through one of its Second-class chords (the II); ^iis resolves itUo the 
dominant, and therefore merely serves to protract the modulatory process. — *4) G is en- 
tered through its accented tonic 6-4 chord, — *5) These examples are also valid for the modulation 
from C minor into G minor, with the usual reservation (par. 93). 

199. The last chord of one key mayi in many cases, be at the same time 
the first chord of the next key. If this is the case — if this chord has its place 
and name in the coming key — the modulation is called diatonic. But if 
the last chord does not belong to the next key, one (or more) of its tones must 
be inflected chromatically (by an accidental). The modulation is then known 
as chromatic. For illustration: 



Diatonic mod. 



Chromatic mod. 




^^fc^ 



if^ I " I 



J. J J. A 

C: I aV 



^ 



\ 



96 THE THEORY AND PRACTICE OF TONE^RELATIONS. Par. aoo. 

*i) This chord, the last one in C, is, at the same time, the V of the coming key — F. (In 
Ez. 147, the modulations are all diatonic. Analyze carefully, and note the double name of 
the last chord in C, in each case — as above.) — *3) Here, the last chord in C does not be- 
long to the coming a minor, because of the %; therefore, this % must be inflected to f^hofp* 

200. The rules of chromatic inflection are as follows: 

a) As a rule, the chromatic change should be made in one and the same 
part (as above, in alto). 

b) If, however, the two chromatic tones are not in the same part (caus- 
ing the so-called "cross-relation")> it is simply necessary that the first one 
of these tones should not skip. 



/ li(* ^ JL IJ. J I J. J I J.J I 4. J 




Ex 

140. <| 
Ctoa ^ 




J. 



C Ii aV •!) •9) ••) a o^ 

*z) The chromatic inflection (g — g-skarp) is divided between two different parts. — 
*2) The alto note g skips to e, while its duplicate in tenor is being chromatically inflected. 
*$) This measure, and the following ones, are correct, because the g progresses diaUmicaUy 
to / in one of the parts. — %) That is, C major to a minor, 

LESSON 87. 

A. Name the 5 next-related keys of every major and minor key, mentally. 

B. Write out the following chord-progressions, in ordinary 4-part harmony, as usual; 
each in several different ways; all chord-forms (inversions) optional: 

GI-^V^)||eI-*V*i)||FMVjIdI-FoV||AI-EV||f#lH:#oV||AblHjn-V|| 
f I-Eb n-V II D I-e oV || E I-f»n-V || g#I-E V || bb I-Gb oV II c 1 1 Bbl-V || b I j f# 

Ivii. 

*i) Capital letters represent major ke3rs, small letters, minor keys. Resolve the last 
chord of each group into its I. 



CHAPTER XXXn. 

IfEXT-RELATED MODULATIONS, COMPLETE. 

901. A modulation is distinguished as complete, when the proq>ective 
key becomes the final aim of the digression, and is confirmed as such by a 
complete perfect cadence in the new key. Such transitions require, as a 
rule, a whole phrase or period. 



^ar. aoz. NEXT-RELATED MODULATIONS, COMPLETE. 
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LESSON 88. 

Harmonize the following melodies, with a change of key at each * : 

.1. 2. 




b-^l, 



4. 



l <fA [jfr i r ^ | J ife 



t 



^ 



s 




m 



5. 



6. 



iji'iij.j'j i i 'i^^jjij flriffiaa^ 




4^' ^-g ] m 



*i) This is the first chord of the new key; either a dom. chord, or a Seoond-dass chord, 
may be used (par. 197, Rules n and m). Review par. 198. 



LESSON 89. 

A. Harmonize the following melodies, as in Lesson 38; each in at least two different 



ways: 



1. 






nr-t- 



i 



-^■ 



-p- 



JJU J 




^ 



-OP- 



•1) 



2. 



3. 



^ 



rt-^if 



E 



J IJ J J 



2: 




•a) 



^•^# 



4. 








1 



3b-{?b 



7 7 7 7 

♦i) n. — ♦a) These two a*s may be either Ir-IV, or IV-Ij of the new key. — ♦a) V 
orm. 

B. And the following basses. Analyze the keys and chords; 
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1. 



2. 




O 117 « 87 





3 



1= 5 "ii 



-^ 



"SL 



I % 



C. Construct original 4-mea8ure phrases, each with one con^)lete nex^dated modulaticm. 



CHAPTER XXXm. 

NEXT-RELATED MODULATIONS, TRANSIENT. 

202. A modulation is distinguished as transient when the new key oc- 
curs in the course of a phrase or period, and is followed either by the original 
key again, or by some other next-related key. Transient modulations are 
frequently very brief, extending through only a few beats, sometimes in- 
cluding only two chords, but not less than two. Because: 

203. A modulation is never consummated imtil the new dominant chord 
bas been resolved into (and confirmed by) its tonic harmony; no key can 
be unmistakably represented by less than these two chords, V-I (or V-VI)) 
in some form or other. 

The modulatory process is the same as in complete transitions. For il- 
lustration: 

Haydn 



Ex. 
160. 




o 

J L 



IDIa-V 



204. Transient modulations often assume the form of sequences, whereby, 
as usual, certain irregularities are tolerated. For example: 



Par. S04> NEXT-RELATED MODULATIONS^ TRANSIENT. 
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Pnsto 



Mendelssohn. Op. 7 

1 I 1 r 



Ex. 
161. 




*x) The meAning of this c-naturai is explained in par. 207, No. z. 

LESSON 40. 

Hannonize the following melodies, introducing transient modulations as indicated (at 
each*): 

1. a. 




n VI 




^^^^i^fc 




V \ jr^\'ij..i \ Jt^('r \ Cjrif^i'i{' \ '\ \ 



*i) The sequences define the keys. 



LESSON 41. 

Harmonize the following unfigured bases, with transient modulations at each *: 
1. 



i^'«nJ i rr i rfrrJi'^JiJi^'rir>ffr'uV'jJ i ij^ i i ii 



n) 1) o 

oV 



100 THE THEORY AND PRACTICE OF TONE-RELATIONS, Par. ao5. 



a. 










4. 






■^^HA- 



•i) 



j^ i f jr i rt i r'w i r^i ^ i J^n i J 4 



6. s 



9;^b<t jT^Jl ^ 




r^L:7t^. \ 9h 



*aj 






6. 



y8 ^ «v ^. 



y8 ^ 

*i) Two mdody-notes. — *2) One mdody-note to eacA ilw. The three upper parts 
together on the G-staff. 



CHAPTER XXXIV. 

ALTERED CHORDS IN MAJOR. 

206. Altered chords are such as contain one or more tones foreign to the 
scale in which they appear. They represent the most fugitive grade of key- 
association; or, more strictly, they are only incipient modulations, not con- 
smnmated by regular resolution into the key to which they kgitimatdy belong 
according to their notation. From which it is to be inferred that an Altered 
chord is distinguished from the legitimate chords by the manner in which it 
progresses. 

206. An altered chord is always followed by some chord which unmis- 
takably characterizes and confirms the prevailing key, i.e., usually by the 
I; sometimes by a Dom.-Discord; rarely by any other chord. 

For illustration: 

C minor C major G major C major 



Ex. 
162. 



^ 



w 

n) 



^ 



ita 



•a) 



^^ 



-gzg- 



p 



-iP- 



7 
V 



7 

n 



P«r. 107. 



ALTERED CHORDS IN MAJOR. 



lOI 



i 



e minor 



fer 



C major 



b minor 



2z: 



#gg^ g o r igy hg 



C major 



^ 



^ 



o 



^ 



7 

n 



jf g [jS^ 



7 
n 



7 

V 



jte^ 



rf 




*i) This is the legitimate Incomplete V (chord of the dim. 7th) of c minor, and is con- 
finned as c-minor chord by its resolution into the I of that mode (c-e-flat-^). — *3) Here 
the very same chord progresses (resolves) into the I of C major (c-e-natural-;), thus iden- 
tifying itself as a C-major chord, in which the 6th scale-step, a, has been casuaUy aUered 
(Icwered) to a-flat, — *3) This chord appears to be the dom.-seventh of G major, and is con- 
firmed as such, by resolving into the G-major I; the f-sharp is indispensable. In the next 
measure its appearance (notation) is not confirmed in this manner, but, progressing into the 
I of C-major t it proves to have been a C-major chord, AUered; the f -sharp (4th step raised) in 
this case is arbitrary, and optional. The other examples are demonstrated similaiiy. Com- 
pare par. 203, and observe that 

the identity of a chord depends upon what it does (i.e.t upon its 
progression). 

207. The most frequent alterations in major are: 

z. The lowered 6th scale-step, in all chords which contain that step; 

3. The raised 2d step, in the dominant triad; 

3* The raised 4th step, in all Second-class chords (Ex. 134); 

4. The raised ad and 4th steps together, in the 11''. 
For illustration: 



Loivered 6th step *l) 



Ex. 
163. 
C major 



| fj-^ l "'k'£ 



WT rprif 






w 



f 



n) Vb 



o 



rvb 



7 7 



7 7 7 



Raised 2d step 



Raised 4th step 

4 



Raised ad and 4th steps 




*z) The chord of the dim. 7th can thus be used in major as well as in minor. Comp. 
par. 176, last dause. — *2) A very exceptional, but not unconunon, resolution. — ^3) Ob- 
serve the manner in which the alteration is indicated in the chord-name. The inversions are 
not marked. 

208. Other alterations are possible, but /or ^5 «5tfa/. Namely: 

1. The raised ist step (in the I or VP, always resolving into the dom.'^ili). 

2. The raised ist and 6th steps together (only in the VI*^, followed by the 
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For example: 



tonic 



•l) Raised ut and 6t]i itept 



Ex. 

154. 

C major 






I# V VI# V 






T^f^ 



z) i^T^^ thus, into the 11 of C, as this would corroborate the preceding chord as a lepHnuUe 
dom.-7th chord in d minor. — *2) In connection with altered chords, such unusual interval- 
progressions as c-na#, etc., are permissible. 

Additional illustrations: 




^ X -^ -^ x*T -f x' 



Ex. < >, I 
166. C major 



C major *i) ^* 




Schumann. Op. 2 




cii#r 



enV^ 



Schumann. Op. 21, No. 4 




Jill] l]ilM]ijii 



I j / i ^ f i! i f r ^ 



D major. 



Par. aog. 



ALTERED CHORDS IN MAJOR. 
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*i) The altered 117 of C major (raised 2d and 4th steps); repeated two measures later. — 
*2) Here a transient modulation is made into d minor; — *3) and here C major is re-entered, 
through its IV. — *4) The lowered 6th step of C major. — *s) *S) The comparison (rf 
these two measures illustrates the distinction between an altered and a legitimate chord. 
At first, the J#-/|^-a-c is an altered IF of C, because it resolves into the I of that key; two 
measures later, iht same chord proves to be the legitimate dim.-yth of e minor, because it 
progresses into the V (and then into the I) of the latter. — *6) The dim.-7th chord in the 
ptajar mode, on every alternate beat. See Ex. 153, note *i). — *;) This a is an embellishing 
neighboring-note. See later. — See also: Chopin, Mazurka 34, measures^ 53"^ (raised 
4th st^). 

209. The treatment of altered chords is very simple, not differing mate- 
rially from that of the corresponding imaltered chords. Raised notes resolve 
diatonicaUy upward (with very rare exceptions, as in Ex. 1531 note *2)\ lavh 
ered notes always downward. Altered tones should not be doubled. 

Observe smooth voice-progression. Review par. 200. 



LESSON 42. 

Harmonize the following melodies, each in two ways, with an altered chord at each *: 

8. 




JUJi l jMjJf l 





0. 




JiJ | J>j | jfirYNJj P 




I f.. ■! J JJ I J ur fir rt [j|J J m 
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12. 



^m 



^- 



^ 



19- 



f I r T ^ ^-^ I "^ 1^ 



18. 



14. 



\ p\ \ H^\ \ \\n \ \ \ iu\\ ^ mM \\\ \ \ ^ 







16. 
(Chord of the dixn^;th at each «) 






*i) Ex. 153, note *2). — ^2) Par. 308; resolution into the doniinant-5«V0fi/A(. 



CHAPTER XXXV. 

ALTERED CHORDS IN MINOR. 

210. Review, carefully, par. ^. The alterations in minor are defined 
on the basis of the harmonic minor scale. Their most obvious purpose in 
harmony consists in obviating the awkward interval-progression between 
the 6th and 7th steps of the harmonic scale (par. 92), by substituting a melo- 
dious succession which gives rise to the melodic minor scale. 

211. For this purpose, 

The 6th step is raised ,in the ascending scale, and 
the 7th step is lowered in the descending scale. 



Melodic form 



Ex. 
156. 
C minor 



i 



•f) 



•«) 



-b^- 



^^^ ^ 



:^=B^ 



I0SL 



^ 



3 8 4 6 



7 8 8 



5 4 8 



Tt 



1 



Comp. Ex. 65. 



i *i) By raising the 6th step from ab to al|, the awkward interval of an augmented second 
(between steps 6 and 7) is reduced to a simple, melodious, major second. This is the oniy 
reason why the alteration is made. It is done only in the ascending scale, which thereby 
assumes the original major form (at those steps). — ^2) The same change from an augmented 
second to a major second is made, in descending, by lowering the 7th step from M| to 5b* 
This descending form of the mdodic minor scale exactly agrees with the adopted signaime 
(pea, 91). 



Par. SIS. 



ALTERED CHORDS IN ^MINOR. 



lOS 



212. The external proportions of these various minor scales may be systematized with- 
out confusion as follows: 

I. The first five tones, from tonic to dominant, are iht same in all the farms of minor ^ and 
contain the lowered {minor) third step. 

C minor, harmonic form 



i 



t 



o P^ 



g <9 



l&z: 



* 



^ 



■w 



^tK 



2. In the melodic scales, the upper series of tones, between dominant and upper tonic, 
consists of "whole step, whole step, half-step" in both directions; thus: 

C minor, melodic form I I 

Jg54l 



i 



-b»— ^ 



^Upci^f: 



g a 



^ 



1 1 \ 



1 1 i 



213. From this the important deduction is made, that the third scale- 
step is the only distinctive tone between the major form and the various 
minor forms; it is major in major, and minor in minor. 

214. The raised 6th step is applied and treated as follows: 

n) . . , 



Ex. 
1B7. 
C minor 




■'^ i !j i l l J i | )iiJ.i''i! j ! J i jLjji 



*») 11 ' , 11 J 



^ Trr i irT 



t 



i 



I 



'nf". ' f 



I 



T 

VI, 



idjv I nit V ivit rvl|Vo vii| t*, 

*i) The progression of these chords is defined by the resolution of their altered step; 
not rigidly by par. 206. Here, dominant chords must follow. — *2) The resolution of this 7th 
(c in alto) corresponds in this case to Ex. 121. — *$) The 4t in soprano b followed by ab in 
tenor. See par. 200 b. 

216. The raised 4th step often accompanies the raised 6th step, in Sec- 
ond-class chords. In this case only the 4th step requires the ascending 
resolution; the 6th step may rise or fail. For illustration: 



Ex. 

168. 

C minor 




I 

7 

V 



h^ 



Q 

V 



lUtlt V I n#5 iv#fli V o 

*x) See Ex. 136, note*2). — *2) Resolution into the I; stationary dissonances.--* ^3) 
Analogous to Ex. 153, note *2); rare.— *4) Comp. Ex. 157, note •3). — *s) The leso- 
Itttion into the triad V resembles a modulation. The dominant discords^ or the I, are mora 
gf"'"^'*- Comp. par. 306. 



io6 
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Ex. 
160. 

C minor 



216. The lowered 7th step is applied and treated thus: 



r f r t f f frr 




g 



i 



♦ 




^ J l JJJ 



im 



W* J r j J I , 1 1 f I I 



lb IV mbDT VblVi VboV oVb VblV, 

•i) Comp. Ex. IS7, note *x). — •a) Compftre Ex. 77. — •a) The lowered 7th st^ is 
rardy empbyed in dominant chords; especially so in the discards of the dominant. 

217. Aside from these alterations, which are identified with the melo- 
dic minor mode, there is one other very common alteration, namely, the 
lowered ad step, which occurs in the ist inversion of the U (more rarely in the 

II itself). For illustration: 

n) "a) 

r 1 



Ex. 
160. 
C minor 










t=t 



t 



t 



? 



t 



^ y ' V^ ' i'lJ i' 



J. 



V^ T"^ ^ — ^ 

nb I V Hbivjfft 

*i) See Ex. 154, note *3). — ^2) Two different altered chords in succession; observe 
that they both belong to the Second-dominant dass, so the progression is practically chord- 
repetition. 

Additional illustrations: 

MXNDKLSSOHN 
•1) 



!• Allegritto 



{ f# minor ^ — ^ '^ — 'T 



i 



Ex. 

lei. 



^m 



i 



i 



i 



etc. 



^ 



¥ 



i 



2- PrisHssimo 



iir 



Vli 



\ 



IVn 



7 

V- 



Bbbthovkn 




Pftr. 117. 
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8. AlUgr^ 



Bbxthovkn 




m 



i. 



I 



■nr- L^ ' I f * 1 Nt I I 



:^=* 



d minor 



•t) 



••) 



\a ^ r ^ 



■f-T 



i 




■J i^ni' II 



4. Liniff 



7. 7 
V ^VIjjoV I 



•6) 



7. 7 

V ^VI{| oV I 



Chopin 






S*=*^ 



^ a minor 



fL 



^^ J l iJ.jTT^N ^^ 



i 



ro 



i 



•«) 



s 



77 •*) © 7 

[ n,iF(iD V VI V I, n,b vv v 



1 



*i) Lowered 7th step. — *2) Raised 6th and 4th steps. 
%} Lowered 2d step. — ^5) EmbellishiDg (neighboring) notes. 

LESSON 48- 



Hib 
*3) Raised 6th step. — 



Harmonize the following minor melodies and basses, introducing altered chords at each 
* (in some cases definite, in others optional); and modulating as* indicated: 
1. 2. 

5 




ii*(>Tirry^ i r^' j^ 



\ k^,^tf!\ 




1 f# min. 1 6. • 

^^ ff^ Vl) VI (7*0 o) 



\ iM ^ ii \ i \ ^m 




loS 
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8. « ^ C ; I a min. J-^ I 

1^1" r i J ^tJ JjJij J j^j i j J r'jpijtJ ^ II 



•«) % 






\\}^ \ \ r 



-€^ 



IV, 



11. 




7 ^ * bo — ^ * • nl * 




♦i) One bass note for the beat. — ♦a) Like Ex. i6o, note ♦2). — *3) These irregular key- 
relations (contrazy to par. 197, Rule I) are justified by the sequences. — %) The three upper 
parts on the &4taff. One melody-note to each slur, strictly. 



CHAPTER XXXVI. 

MIXED CHORDS IN MAJOR AND MINOR. 

218. Mixed chords, usually called chords of the augmented sizfh (be- 
cause they all contain that peculiar interval), have an illegitimate or de- 
formed sh^>e, resulting from the more or less unnatural association of steps 
which are peculiar to different scales. They are very effective, frequent, and 
easy to manipulate. Besides the rules in par. 206, 209 (which review), which 
apply literally to the mixed chords, also, it must be observed, that 

The interval of an augmented 6th is rarely inverted; and mixed chords 
ttsttsUy resolve into the tonic chords. 

219. Mixed chords in major are obtained, first, by raising (he 2d step 
of the scale, in daminafU discords; second, by lowering the 6th step in conjunc- 
doQ with the raised 4th (or raised 4th and 2i) steps, in Secondrdass chords. 



Par. aao. 
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Third, and very rarely, by lowering the 2d step in the dominant seventh. 
Mixed chords of the dominant dass: 



Ex. 
162. 
C major 






Mixed chords of the Second dass: 

??? 





»^-< l :i^^ II 



iflHfr 



W^ 



*i) The augm. 6th arises from the association of ii( (the raised step) with/if (the 7th of 
the dominant chord). — *2) Here the augm. 6th is inverted to a dim. 3d (dHhf^ which sounds 
ambiguous, and even disagreeable. — *$) The augm. 6th arises from associating d^ with the 
leading-tone (. — %) The augm. 6th (ab-/#) is here again inverted (to a dim. 3d, /IMb). — 
*5) When the augm. 6th is inverted beyond the octave (i.e., as dim. tenth) the effect is much 
less objectionable. — *6) The d# in these chords is quite frequently written eb, erroneously* 
The latter could appear only as distinctive tone of the minor mode (see par. 2x3). 

220. Mixed chords in minor are limited to the Second rlass (II-IIT- 
IV-IV), and are obtained by raising the 4th scale-step, while the 6th step 
remains nunor. For example: 



Ex. 

163. 
C minor 





i i \ ,i:-i, \ t-' \ '-^ 



'ff%y"z^r^'k^ 



iv# I 



V 
IV n 



*i) The identity of these chords in C major on one hand, or in C minor on the other, de- 
pends, as usual, upon the resolution^ — here solely upon the tones e-flatt as above, or e-natiiral, 
as in Ex. 162, measure 6. See par. 206, and 213. — *2) For the reasons given in note *z), 
the progression into the dominant (instead of the tonic) chord is indefinite; the I must im- 
mediatdy follow, at all events. — *3) The augm. 6th (a|^-/#) b here inverted, as dim. xoth. 
Comp. Ex. 162, note *5). — *4) These perfect 5ths are so seductive, that unusual caution 
must be observed in using the mixed IV ; the only reliable safeguard is the resolution into 
a tonic chord. See Ex. 140, note *i). In the following measure, the sths are inverted (as 
4ths); and the last measure shows still another method ol avoiding them — by resolving the 
7th (eb) alone, mto the IF. 
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Additional illustrations: 

1. MotUrato 
•i) 




Schumann. Op. 43 



iHJH4ri«i! l l:li! l ij':l'l: l *'Ji l i! l ' 



etc. 



■ I M df' ! 



^^ 



f-f 



d I (C Vb- 
7 



F I a II# 



Fllblj 



a. Allegro 




'/kH^lj J J J l j; ^# 



^» 



J, Jlf [ f f 



M 



< 



I" 



& 



•») 



fe 



a 




p' rf^ i r 



*-4: 



M 



S 



iS 



Eb V 



(BbJ 


I) 


Eb V 


Ebll 


V 





I AbVJI 



Bbethoven 



8. Allegretto 



Mendelssohn 



i 



i 



rb f X 7 



i 



t 



m^ \ n 




m 






ft?) 



S 



uiauM 



fci-E 



-*^ 



i 



I 



Eb V 



EI A V#--I 



7 



f^ 



E IIJHhl A Vjh-I 



*i) Posably the lowered second step of C major, but more likely a lowered 6th and raised 
4th step of F major. — *2) Raised second step. — *3) Raised] 4th step. — *4) This, like 
note *i), may be analyzed dther way, but E-flai major is far the most plausible, because the 
lowered second step in major is very rare. — *$) Mixed dom.-7th of A-fiat major. — 
*6) Here the modulations are both effected through altered steps. 



LESSON 44. 

A. Harmonize the following melodies and basses, with altered or mixed chorda (1 
marked Al. and M.), and modulating as indicated: 




M. 



M. 



S. 



•1) 



J fir fVif ^ 







tt=2 



^ 



2Z 



Par. aao. 



MIXED CHORDS IN MAJOR AND MINOR. 



Ill 




i ftjim^injjji^^u- gr i /n pi 



M. Al. M. AL M. 



G n D 



^^ iO Al XT AL ^Al. ^^ ^ 



Al. Al. 




■^^^^ 




M. 2 ^• 



M. J 



U. 
Lowered 6th step throughout 

8 



AL « AL « AL J Al.J • 



M. JAL 



r^M,>fn J i Li; r i iff ^^ i cxj^^ ' ^ 



«4) AL AL Al. M. JAL J "^ J*>J 8 



*i) The raised second step in soprano is most suggestive of a mixed dominafU chord. — 
*3) The raised 4th step must be in some Second-class chord. — ^3) The mixed chords in 
minor are exclusively Second dass (par. 220). — *4) Begin with the high third in soprano. — 
*5) These last two chords, which foUow the perfect-cadence chord, constitute a Plagal cadence. 

B. Experiment with original 4-measure phrases. 



iia 
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CHAPTER XXXVn. 

BZTRAlTSOnS'' MODULATION, IRDIRBCT. 

221. Extraneous modulations are such as extend beyond the next-related 
keys, in any direction. Compare par. 197, Rule I. The remote key is usu- 
ally reached indirectly, by modulating through the next^dated keys which in- 
terveney i.e., from signature to signature in the direction of the desired key — 

whereby either the major or minor mode of the intermediate signatores may 
be taken. 

For illustration: from C major (or a minor) to A-Jlat major (or/ minor), the following 
sigmiiures will be involved: if — b — sb — ^3^-— 4b (see Ex. 146). The modulation may there- 
loie represent any of the following lines of keys: 



C (a)— F— Bb— Eb— Ab (0 (Capital letters, major; 
■d—g — c " " small letters, minor) 



t€ U A «. M tt tt 

« « — F— g — Eb— " " 

«« « _^— Bb— <: — " " 

« « — F—Bb— <: — " " 

«< t€ J ^ PL tt tt 



Or: from Bb (or ;) to il (or/#), through the signatures 2^— ib — lh"iiH~*#~3#« Or: from 
Z>b (or 6b) to E (or c#) thus: Sb-^b-<*-SiK4#. 



LBSSON tf. 

Harmonize the following melodies (Nos. 2 and 4 in several ways), modulating at each *: 
N.B. Use. the dim.'^h chord very freely — in both modes (£z. 153, note *z). 








Par. aax. 



EXTRANEOUS MODULATION, INDIRECT 



"3 



LESSON 46. 

Hannonize the following melodies, each in at least two ways, with a modulation at each ^ 
(major or minor) : 

1. 

«i) 




*x) Where the key is not specified, the student can easQy define it. 

LESSON 47. 

Harmonize the following basses, each in at least two wa3rs, with a modulation at each * 
(major or minor): 
1. 



«i) F Bb Eb Al^ • £b 



p 



F 
d 



c 




At^ £b 



6. 



"^ J Bb' F < 




\ 



Bb 
g 



G •a) J 



*i) Use the dim.-7th chord freely, especially in minor. — *2) Lesson 46, note *i). — 
*3) Raised 4th step of D major. 
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CHAPTER XXXVm. 

DIBBCT BXTRANBOUS MODULATION. THE STRIDE. 

222. Under certain favorable circumstances a remote key may be reached 
directiy; that is, without passing through the intervening signatures. 

223. The first and best of these cases is a direct transition of four degrees 
(or signatures), for which the author has adopted the term '^modulatory 
stride," and which is defined as follows: 

The '^stride" is a perfect fifth downward from any major keynote, and 
upward from any minor keynote, with a change of mode. 

For example: from C major down to / minor; or from c minor up to G 
major. The Stride-relation is therefore represented in both directions by 
any perfect 5th, the upper tone of which is a major tonic, and the lower tone a 
minor tonic. 



Stride>relatioiis 



Ex. 
166. 



g i I ' ^ 



-a_Kml 



ZE 



-A flUB. 



>^--»b "J 



}^ — f b='f ■»«.- 



I 



| |<g-p>=»l> 



^— ffjpBiB.' 




22i. Upon reflection it will become apparent that the remote transition 
caUed the Stride results simply from an exchange of mode (minor for the ex- 
pected major, and vice versa); without the change of mode it would be an 
ordinary dominant or subdominant modulation, respectively. That is, the 
Stride from C major is / minor instead of F major; and from g minor it is Z> 
major instead of d minor. 



Confusion can however be avoided only by mechanically observing the formula in par. 



233. 



The Stride-modulation is made in the usual manner, according to par. 198. 
For example: 



i 



Moderato 



4 



ft 



% 



^ 



-«- 



i 



^ 



■*— ^ 



U 



X f f f 



Ex. . 

lee. \ 



X t 



f 



(S 



^^ 



*=t 



?=f 



^ 



g V. 



7 
11- 



7 

-v- 



Par. aa4* DIRECT EXTRANEOUS MODULATION. THE STRIDE. 



"5 



P 



•i) 



Chopin. Op. sj 



^ 



^ 



I 



X t 



f 



P 



(i 




-^ — # 



ij ^ j i , » j^ j 



1* 



^ 



r 



r r ' -J- 



t 



*=x 



-• -#- 



D V- 



gv. 



*z) With f-naiural (instead of f-sharp) it would be the next-related key, d minor. That 
f-^harp should however be preferred to f -natural, in the vicinity of g minor, is very obvious, 
and affords the best demonstration of the practically close intimacy of the Stride-relation, 
notwithstanding the actual difference of four degrees in the key-signatures (g minor — D 
major). 

LESSON 48. 

A. Indicate the Stride-relation (by keynotes) from every major and every minor key. 
B. Harmonize the following melodies and basses, introducing the modulatory Stride at each *: 








32= 



-^ 



H'Hlffi 



-^- 



j-Amaj., ^ 



5. , r-Ab maj. 1 , '"'^ LT 



#^ 



^ 



Al. 






V • r~e minr~ ; 1 * 

«2) T ^ 



7. 







^^ 



i 



:& 



J^S 



e 



■/^ 



^^ 



D? *• bl 



S 



^^ 



S 



« 



••) 



•jjjir-Bc 



*l 



tl S t> 



aS 
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8. 




2t H 



fa 8 ^* H *• Ba *® •'' 



*x) The Stride from iib major is i^b minor, or its equivalent, c# minor, which is more con- 
venient. — *2) When the last chord of a key is, as here, the dominant chord of the coming 
key, the latter may enter at once — af^xuently through its tonic. — ^3) The basses must 
be thoroughly analyzed. 



CHAPTER XXXIX. 

DIRECT EXTRANEOUS MODULATION. THE OPPOSITE MODE. 

225. The next best direct transition to a remote key is the change of 
mode (from major to minor, or vice versa) upon the same tonic; for in- 
stance, from C to c, or d to D, or G-jUU to f -sharpy etc. Although this tran- 
sition into the opposite mode actually effects a change of locaHon in the modu- 
latory circle (equal to 3 degrees— C — c), it is hardly to be r^;arded as a 
modulation in the strict sense of the term; for it is only a modification of 
one and the same tone-family or key, as was demonstrated in par. ^ and 
89, which review. 

226. The possibility of thus changing the mode of any keynote is trace- 
able to the coincidence of the dominant chords (V, V, oV^» ^ altered and 
oV® altered) in the two modes. (See par. 90; 151 c; 165, Rule I; Ex. 153, 
note *i): 

By reason of which any dominant chord may be resolved at option either 
into the major or minor tonic chord of the corresponding key. 
See Ex. in, note ^9). The resolution into major is, however, always the more 
natural. For example: 



c V I cv I 



c V VI cV VI oV 



7 

V 



.h 



Ex. 
167. 






on 




*i) The tone upon which this exchange of mode devolves is the mediant (third step) of 
the key; in this case d| for C major, and fb for c minor. See par. 213. 

227. Any dominant chord, then, which enters from major (i.e., as major- 
key dom.) may resolve into the corresponding minor tonic (by substituting 
the minor mediant for the expected major mediant); or, inversely, a domi- 
nant chord which enters from minor, may resolve into the corresponding 



Par. as8. 



THE OPPOSITE MODE. 
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major tonic; thus effecting an exchange of mode. This may be done at any 
point in a phrase, and is subject only to such conditions and limitations as 
are patent to a cultivated ear. 

228. The coincidence of the dominant chords in major and minor is fre- 
quently utilized as a means of reaching other remote kejrs directly, by suJh 
sHMing the OpposUe mode for what would otherwise be a next-relaied key. 
This is always the case with the Stride (see par. 224); and also with such 
esamples as the following: 



7 

V 



les j g) I 









•8) 



4bs» 



1 ll 



f f r 

C ,dD,«a) 



m 



f-phV 



g 



dD. • 



*i) WWi M| it would be G major j a nextrfdaied key of the C major which precedes. Sub- 
stituting the minor mediant h^ makes the modulation remote. — *2) With /t| it would be 
the next-related key, d^minor; with/# it is a remote modulation. — ^3) The Stride. 

229. Further, the exchange of mode may also be accomplished by the 
simple chromatic inflection of the mediant itself (Ex. 169 a); 

Or, perhaps best of all, through altered chords with the lowered 6th step 
(Ex. 1696): 

Waonsr 



JLX. JOl . f t g 



■ j iJ-*^ 




^ 



is 



-IVb 



f 



J i4. y 



^» 



i:; 



JfiL 



9- 



-iv(civb)-<: 



I 



Additional illustrations: 
1. LenAf 



SCHUBEKT 



170. 




a minor 
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a. Adagio 




£b I- 



Bb major 

e 7 

-oVblVb oV V 



8. Andante 



bt» minor 

^Iljb IVlft V Btrmaj. 



Brahms. Op. lo 







b minor 



B major 



*x) The dom. triad of a minor ^ resolving into A major, — *i) A direct chromatic tran- 
sition from major to minor. — *3) The g-fiai is the lowered 6th step of the next^elaied key, 
B'JUU major, — *4) The dominant chords of B-JUU major resolve here into b-flat minor, — 
♦$) See Ex. i6o, note *2). — *6) B-flat major here finally asserts itself. — *7) Direct 
chromatic transition from b minor to B major. 

LESSON 49. 

Harmonize the following melodies and basses, introducing the Opposite mode at each *: 

1. 

G- 




^iV r 1 ^ f r f i'r:jj «j F ^ 



# 



c minor 



^ 



r^'TIp p f iJisilrJ f t ^Jxf Ihf f np II 




-a G 



g F—f Eb-eb Db~l f 




*c) F# major 



t 



Par. 230. 



6. 



SEQUENCE AND CADENCE MODULATIONS. 



bb— Bbo— C d— D fr— E fjf 
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1 I I 

Ab major «4) f •!) t t t 



• o— C d— D fr— E fjf E— « b 



t 



e. «8) 



^ 



1 

e Q 



rri/[rYrrirtir,a^ 



1^ 



2S 



b"! "•bjl 






*i) At each f, the foregoing dominant chord is resolved into the opposite mode of the 
expected (next-related) key. — *2) Lesson 48, note •2). — *3) This is the Stride (Cf-c), 
simply because minor is substituted for the expected major. — *4) The cross-relation (see 
par. 200&) is often imavoidable in sequences^ as here; but, as usual, the sequence justifies it. — 
*5) The signature is omitted here, and in No. 5, because the notation, during such extensive 
modulation, is more convenient with accidentals. — *6) Analyze the basses thoroughly. 



CHAPTER XL. 

SEQUENCE AND CADENCE MODULATIONS. 

230. In all the foregoing modulations, both next-related and extraneous, 
the fundamental rule given in par. 198 has been strictly observed. But 
more abrupt and irregular modes of transition are possible, imder favorable 
circumstances. The most auspicious conditions are afforded by the momen- 
tary hreaks or interrupHons which occur between sequences, or at (i.e., after) 
cadences of any kind. Hence: 

231. Upon passing into a sequence, or into a new phrase, or distinct 
member of a phrase, an abrupt transition may be made into the desired key 
(whether related or not) without necessarily interposing the usual dom. 
(or second-dom.) modulatory chord. 

For example: 
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d# min. II 



*4) dd min. II- 



*i) The transition is made abruptly from the I of the old key, tnio the I of the new (comp. 
par. 197, Rule III, second clause). There is no common tone connecting the keys (see par. 
232), but the sequences are so dose and coherent that the connecting-link may be dispensed 
with. — *2) This modulation is made in the regular way, but the keys are not related. — *3) 
Here there is a succession of tonic chords, and one single chord must suffice to represent a key. 
Comp. par. 203. It is all accounted for by the sequence. — %) The old key is abandoned 
at its dom.-7th (comp. par. 197, Rule IV). The connecting-link into the first sequence 
(which is a very close one) is the tone cx = d (leading- tone becoming a tonic). 

232. The limitations for such abrupt modulations are: That there shall 
be a reasonable degree of coherency between the keys; and, as a general 
though not strict rule, that at least one tone be sustained from the old key 
into the new one, as connecting-link. Of these "pivotal" modulatory tones 
the best are 

the tonic, the mediant, or the dominant of the old key, 
which may be exchanged at option for either the dominant, the mediant, 
the tonic, or the leading-tone (perhaps. the 4th or 6th steps, as seventh or 
ninth of the dominant chords) of the new key. 

Illustrations of abrupt cadence-modulations, and "pivotal" modulations: 
1. Presto D' Albert 

V J9^ 



Ex. 
172. 

Cadences 




a minor I- 



■y f minor I- 



■VI- 



Par. asa. 



SEQUENCE AND CADENCE MODULATIONS. 
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Brahms 



^rfNjNri'rnr-' i 



l-^'M^Rirnr^F i ^r^ i Ti 




D I- 



-V — U C I 



II#I !»# I 

HUMMXL 



I If ^ \ sf^n 




Schumann ®' 



Idem. 
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*i) Cadence (lenu-} in a minor, followed by the abrupt announcement of the /-minor I. 
Tlie connecting-link is c-c (mediant becoming dominant). — *3) Dom. semicadence in D, 
followed by the I of C. Connecting-link e-e (2d stq> becoming a mediant). — ^3) T<»uc 
cadence; connecting-link e-e (dominant becoming mediant). — *4) Transient tonic cadence; 
connecting-link c-c (mediant becoming tonic). — *5) Connecting-link a-a (mediant becoming 
dominant). — ^) Dom. semicadence in a minor, followed by the I of B-fiai major. There 
is no common tone; this is a typical aitf^nce-modulation. — See also Ex. aoi, No. 3, a typical 
KgKewce-modulation . 

LESSON 60. 

Harmonize the following mdodies and basses, with abrupt modulations as indicated: 




dj( nun. 



B (Seq.) E 




B 



^ 



tfmi n. E 



I 



i 



7 T 

cff I AVIEIlifUvit I 




1 



T5^ 



g I g 



J I 



J L 



J**) 



Dom.= 6th step 



Ton.=: Leading-tone 




'•'""' I uJ i 'i air i j uJi^ "c3'i 



Ton. 



Bb 
Db 



l ''''"rrrLr'trttjrctrW^-^^^^.^ l ' 



Ton. =: Leading-tone 



Par. a33- SPECIAL APPLICATION OF THE DIMINISHED fTH 



12} 




a nun. 



maj. b min.- 



-maj. G maj. 



*i) The bass begins on the first beat; the three upper parts follow on the second. — 
*3) Like note *i) throughout. — *3) This irregular rhythmic form of the perfect cadence 
(unaccented) is not unusual, and is justified here by its agreement with the semicadence. — 
*4) Plagal ending. Comp. Lesson 44, note *5). — *5) The three upper parts on the G-staff. 
Chie mdody-note to each slur. 



CHAPTER XLI. 

SPSCIAL APPUCATION OF THE DIMINISHED- 7TH CHORD, IN 

BOTH MODB& 

233. The most efficient and attractive form of the entire dominant chord- 
class, and the most flexible chord in the whole range of harmony, is the chord 
of the diminished 7th. It is very frequently employed for the purpose 
of modulation, and, on accoimt of the imlimited facility of its connections, 
it serves as a transitional medium between any keys, regardless of mode, and 
almost entirely irrespective of the ordinary consideration of key-relation. 

234. The following points must be borne in mind: 

a. The chord of the dim. 7th is the Incomplete form of the dom. ninth, 
and is found upon the leading-tone of the minor mode (par. 176). 

h. Though legitimately a mirror-mode chord, the dim.-7th is equally avail- 
able (as altered chord) in the major mode; i.e., it may resolve indifferently, 
either into the minor or major I. Ex. 153, note *i). 

c. A dim.-7th may be introduced, in some form or other, after the tonic 
chords (I or VI) of any other major or minor key. 

The choice of inversion will depend upon the form and location of the pre- 
ceding chord. 

d. The rotation of the dim.-7th must conform to the new key (into which 
it resolves). See the table made in Lesson 29, B. Whatever chromatic in-r 
flections appear, must be effected according to the rules in par. 200, which 
see. For illustration: 







i=:li=i 



n) 



^^ 



•ry r f v r ■ i \ ( ? ^ 

J. X A°"i J. i Xt>l J."'J. I 



i-*i-i-] 



?? 



^ I r ! I Y 



^ 



J. 



Mf t r I 



C Gmaj. 



gmio. 



Fmaj. 



mm. 



*8) 
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n) 



J J J I J 



J 



t 



f (* «r 



^ 



^ h^ - ^ 



f 



^ 



1 J J-' ■ J. .i -^ 



^^ — f- 



I 



M > I i I 



t r f 



r— r-r-r 



C d mill. maj. 



••) 



Bb maj. min. 




J i' J 



J J J I ^ iJ ^ ^\\ \\y ij 



i 



E 



1 



i 



i J 






^ 



4-U-J 






etc. 



y I f f T 



-^> IfiL 



I 



— • — h- 

C a min. ma]. C E^ 



e min. maj. C f^ min. maj. 



*z) With e-/a^, instead of 0, the first chotd will represent the I of c minof also. — *2) Avoid 
that foim of the dim.-7th in which the 7th (the original 9th) lies in the bass. See Ex. 130, 
note %). — *3) In this example the VI of C major is used. It rq>resents, at the same time, 
the I of a winw. 



LESSON 01. 

A. Connect the I of eveiy major and minor key, with the dim.-7th of C major (and 
minor), in the manner of Ex. 173. — B. Connect the I of G major with the dim.-7th of eveiy 
other major (and minor) key, as in Ex. 173. All inversions optional. 



LESSON 62. 

Harmonize the following melodies and basses, introducing a dim.-7th {choice aptional) at 
each*: 




■ «4) ' C— - 




j^ l jJ^jlj II 



Par. 835* 



CONSECUTIVE DOMINANT CHORDS, 



125 




G ^E D C 






i 



M 



•0) 



Bb 



ip 



S 



fjf E G C 



*i) The diin.-7th of d minor, D major ^ or F major, at option. -— *2) The dim.-7th of C 
major, c minor, or E-flat major, at option. — *3) The choice here is limited to c-^harp minor, 
in view of the approaching cadence in that key. — *4) The choice here is limited to D major 
or d minor, in view of the following slur. — *5) Place the three accompanying parts together 
upon the bass staff, and use one chord to each slur, strictly. The choice of key is rendered 
evident by the slurs. — *6) The three upper parts rest on the ist beat of each measure, ex- 
cepting the cadence, and enter together on the 2d beat. Thus: X J J I — together on the 
G-staff, throughout 



CHAPTER XLH. 

CONSECUTIVE DOMmAIfT CHORDa 

236. The most notable exception to the fundamental law of dommant 
chord-progression given in par. 69 (Rule III), is encountered when the domi- 
nant chord, instead of resolving into the tonic harmonies of its own key, 
digresses into another dominant chord (of some other key). This irreg- 
ular but by no means infrequent progression may be demonstrated on the 
ground that the obligations of the first dominant chord are simply trans- 
f erred to a chord of exactly similar obligations in another key. And the con- 
nection is moreover usually effected by means of one or more ckromatic in- 
flections, which is the smoothest of all modes of melodic progression, and 
justifies every irregularity. 

286. The chromatic inflection is directly opposed to the diatonic progression, and 
consbts, as has already been seen, in simply raising or lowering a certain letter or scale-step 
by an accidental, without effectmg an actual progression from one letter or stq> into another. 
It does not conform to the line of the diatonic scale, but is oblique to the latter. It is an 
abrupt digression from the natural order of tones, and its effect is therefore to caned the key 
instantly and completely. No resolution, and no diatonic chord-progressicm of any kind, 
within the same key, can include any chromatic inflection (only excepting the possible chro- 
matic introduction of altered tones). Consequendy, the chromatic inflection {unless in- 
ddenlal to an altered or mixed chord) invariably executes a change of key, as abrupt as it is 
inevitable, and usually so quietly and smoothly that this species of melodic succession, i.e., 
"Chromatics," Is properly regarded as the most powerful and seductive factor in modula- 
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tion. The fundamental principle of chord-analysis, that "the identity of a chord depends 
upon its progression" (Ex. 152, note *3), is also canceled by every chromatic inflection, which, 
as stated above, instantly severs the connection of the chord with its key. From this, the 
peculiarity, but at the same time the extreme importance of the chromatic inflection, and the 
frequency of its employment, especially in modem composition, may be inferred. A great 
number of curious chord-progressions may be and are effected through the agency of chro- 
matics, which dude all rational demonstration, and can be accounted for in no better way 
than as a manifestation of seductive chromatic agency. Therefore, the chromatic inflection 
must be accepted as one of the chief excuses for the peculiar harmonic connection of which 
this chapter treats, namely, the direct tacceasion of different dominant chords. 

237. This principle of chromatic Dominant succession is to be applied in 
the most general and comprehensive sense; Le., the dominant chords of one 
key in any form (V, V, ©V'l V® or qV®) can progress into any form of the 
dominant of another key (V, V, oV^> V® or qV*), eHher major or minor. 

This sweeping rule is tenable in theory, but in practice it is limited. 
By far the best and most common successions are those in which the third of 
the first dom.-chord is chromatically lowered, or its root chromatically raised. 
See Ex. 174, measure i (lowered third), and measure 2 (raised root). 

238. The new dominant chord may resolve properly into its tonic, or it 
may be followed again by another dominant chord. When the series of domi- 
nant chords is thus protracted, either the soprano or the bass is likely to pro- 
gress in continuous chromatic descend or ascent (Ex. 174, B). 

239. Rule I. The seventh of each dominant discord should be cor- 
rectly resolved (diatonically downward), if possible. 

Rule II. The chromatic progression should be approached, if possible, 
in the corresponding direction. Review par. 200, and par. 60. 

A.*i) *a) *8) «4) «5) •«) «e) 

J — \ — \ — , , J^J , J 



i 



^ 



I r f I f r 



^ 



^ 



Ex. 
174. 






J. 




^m. 



i J. i 






V 



E 



1 



1 ^ 



f^ 



J J|j "j ^ 



FV 



r=f 



^ 



A 


C 


Bb 


C 


D 


C 


Eb 


a 


c 


bl. 


c 


d 


c 


eb 




C Ab 
c 



r H f ' ^ 



B 



C 
c 



Db C 
c 



G 
g 



C 

c 



E 

e 



Par. S39. 



B. «9) 
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^>r T r'f i ^ 



AMA^ 




I \ ir 'f f I ' 



f ^. i fV-'^r ''W 




77777777 

vvvvvvvv 



oV oV oV oV 



9 9 9 9 
V oV nV «V 



*i) May also be c minor. — *2) May also be any other form of the dom. harmony of C 
(V,oV^,V»,oV®).— •*3) Maybcanyo/A€fdom.choidofF. — ♦4) May also be /mtfwr. Note 
that in this succession the third of the first dom.-chord is lowered chromatically (b to frb). 
See also measures 5, 6; and B, measure i. — *5) *5) In both of these cases there is no chro- 
matic inflection involved. — *6) Here the seventh of the dom. chord remains stationary. — 
*7) The substitution of the diminished-jth (qV^) for the dom.-7th, is an effective means of 
facilitating all such awkward successions as these. — *8) *8) In both of these cases the 7th is 
obliged to ascend. See par. 239, Rule I. Therefore the connections are somewhat objection- 
able. — *9) See par. 238; and par. 239, Rule II. The identity (i.e., the keys) of each of 
these chords can be determined only by conjecture. Comp. par. 203; and par. 236. — *io) 
The noUUion of the diminished-7th, in chrom. succession, cannot be definitely regulated, be- 
cause the kejrs represented are only conjectural. In descending succession flats^ and in as- 
cending succession sharps ^ are apt to prevail. — *ii) Comp. par. 2006. 



Additional illustrations : 



I* Andante 



Brahms 



2* Andante 



Brahms 



"°-\ ^.^ >j^ J ^ f _ . 



7 7 7 7 7 7 

BbVg V CV-VF V Bl> V— I Bb V«- 



9 



Fft^ 



8. Allegro 




7 7 

BbV goV FoV BbV 



FIV I CVFV- 
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4. Modirato 



SCHUICANN 



...ri i iij .pj ,n fi \ \ I 




LJ,nn 




do^ co^ oV I ao^ BboV o^ I gbVBblVjj— I 

5. AlUgro Schumann 




»j M J I J n g 



■^i 



simile 



E 



ffev 



,^ f#V V 



^M 



LESSON 68. 



f 



A. Connect the following chords, in 4-part harmony, inversion (bass) optional: 

H r 



n 



7 71 i 7 7I I Q 7I i A 7I I 7 7I I 7 7! 

Amaj. V— DV*i) ; Eb V-^ V; D V— F V; foV— DbV; E V— C V; BbV— AboV; 

r^ 7* r 



1 r 



7 9 ' ' o o o d ' o b © o" 

GV-AV; BV-«oV; g oV-<i oV-a oV-e qV; c# qV-* oV-b qV-^ oV. 

B. Find and play these successions at the keyboard, the bass alone in the left hand. 

C. Harmonize the following melodies, with successive dom. chords, as indicated at each * 
(inversion optional) : 

.1. ^ . . . ^ . 2. 




rf i' f'f t if f If I'j iJ ij |J ) JiJ-^ ^ 

C A D G C C Db Bb Eb Ab Db Ab 



C Db Bb Eb Ab Db 

« « 



F^ti-^j ^ i r i if f r r i Q ^ J i r if r 11 

•») F D f F d C 



4. 




jr:jnr. 



^9- 



M 



• » • • • • 



•») 



V D V 



i 



I 



Par. 240. 



ENHARMONIC MODULATION, 



129 




S^J g-^^ < 



*i) Resolve the last chord, in each case, into its tonic — *2) The V at each * in these 
melodies. — ♦s) Either V, V, or qV at each ♦. — ♦4) A dim.-7th at each ♦. 



CHAPTER XLIII. 

ENHARMONIC TREATMENT OF THE CHORDS OF THE DIMINISHED- 

7TH AND DOMINANT-7TH. 

240. The enhannonic change (or exchange) is obtained by inflecting the 
next higher or lower letter so that it agrees in sound with the original tone. 
Thus, the tone g-jlaX is "enharmonically identical" (in musical practice) 
with f'Sharp, and either of these two tones may be enharmonically ex- 
changed for the other. The enharmonic equivalent of 6 is c-jlat; of /, esharp; 
of d there are two enharmonic equivalents, c-4ouble-sharp and e-double-flat; 
and so on. Review Ex. 146, with its note. 

211. The enharmonic exchange involves an inevitable change of key, 
or modulation, as the two enharmonic equivalents cannot belong to the same 
key. 

212. This modulatory factor is most commonly applied in the chords of 
the diminished-7th, which admit of the enharmonic exchange to a very 
remarkable extent, and with that facility and flexibility which characterize 
every movement of these extraordinary chords. 

248. The wonderful ambiguity of the dim.-7th is owing chiefly to the peculiarity of its 
structure, consisting, as it does, of equal contiguous ifUervals (of three half-steps each), which 
divide the 12-tone chromatic octave into four equal parts. This is best seen and understood 
at the keyboard. Thus: 




;-^^^-l-jfgj^^ 



.^. 



letc. 



i 



In consequence of this uniformity of structure, there is no external mark of recognition 
by means of which the various forms or inversions of the diminished-yth chord might be dis- 
tinguished in sottnd from each other. The four forms (inversions) of the above chord: 



i 




^ 



-9- 




all present the selfsame external form, upon the keyboard^ and are not distinguishable from each 
other as chords of the 7, J, f and a, respectively; because the actual difference in the size 
of the interval h-flat — c-sharp (augmented second), while recognizable on the paper, in the 
notation of the dim.-7th chord, disappears in the sound of the chords, on account of the en- 
harmonic coincidence of the augm. second with the minor thinL 
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244. As the different inversions of the dim.-7th chord can therefore not 
be distinguished from each other in sound, it follows that the identity of the 
separate interoals is not distinctly definable, or recognizable by ear. That 
18, it is impossible to determine, by ear, which of the four tones is the leading- 
tenet which the original pM, which the ph, etc. Hence, 

each tone of the dim^-Tth chord may be assumed in turn to be a leading- 
tone, whereby it win represent in each case a different key, and will be sub- 
ject to a corresponding alteration of notation. 

r ' As the alteraticm in notation does not alter the sound of the interval or chord, it will amply 
be an enharmonic exchange. 

For example, adopting the dim.-7th chord of b minor: 




Leading-tone a^sharp, resolving 
into B minor or B major : 



I** 



t 



^ 



J||.J*J. 



Leading-tone c-sharPy resolving 
into D minor or major: 




^ 



^ 





Leading-tone e, resolving 
into P minor or major : 



Leading-tone g (or fie) y re- 
solving into A-flat (or G- 
aharp) minor or major : 

*z) The form and notation of each chord of the dim.-7th is defined by the formula given 
in par. 176 (which see); namely: it must constitute a chord of the seventh upon the leading-tone 
of each key, respectively, and correspond in notation to the minor scale of its key. — *2) 
Here the J-form of the original chord ( qV^ in b minor) on c-sharp, is transformed into a chord 
of the 7th on the tone c-sharpy whereby an enharmonic change from a^sharp to h-fUU is involved. 
The selfsame procedure gives rise to the other two enharmonic exchanges which follow. 

216. The same system of enharmonic exchange is applied with similar 
results to the other two chords of the dim.-7th, which lie respectively a half- 
step above and below the one upon a-sharp (manipulated in Ex. 177). For 
illustration: 




^% Iffe II 



I.eading-tone : a f^ d# M( 

Keys: bb (Bb) g (G) e (E) c# (C#) 



i 






I 






I 



Leadmg4one : b g# e# cX 

Keys: c (C) a (A) «KF») (d#) 



d 

eb (Eb) 



ft 
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216. The application of these exchanges in enharmonic modulations is 
made as follows: The chord of the dim.>7th is introduced in its own key 
(i.e., in the notation corresponding to its scale, — but in minor or major, 
indifferently), and, upon repetition, or during a series of repetitions, the 
notoHon is altered, according to the given tables, to agree with that of the de- 
sired key. For example: 

Brahms 




ii'ilV'/fi/iiS 



J. J i-i 



c miaQY — a qV — 



I e min.oV=BboV— I * |f ^ f 




bo V = Do V-I 



*i) Or C major. — *2) A-flat is enharmonically exchanged for g-sharp. And, as is here 
shown, the exchange need not be made in the same part. — *$) Or A major. — %) The en- 
harmonic coincidence of the chords (practically chord-repetition) renders all peculiar melodic 
progressions, as here in soprano, excusable. 



EimARMONIC TRANSFORMATION OF THE DOMINANT-rTH. 

247. The chord of the dom.-7th is identical in sound with a mixed Second- 
class chord of the minor and major keys upon the tonic immediately (i.e., a half- 
step) below the original tonic. By means of this enharmonic exchange, a 
modulation may be made, in other words, into the next lower key (the lead- 
ing-tone becoming a tonic). For example, from C (or c) to B (or b); from 
B (or 6) to Aft = Bb (or Jb). Thus: 



Ex. 
180. 

At the 

keyboard 




C ^ b IV#— I 
c «i) 



and 



C V Bil#9€-I 
c *2) 




b 



^ Bn'l#|| — I 
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^x) Raised 4th step in mincf (TV*^). — ^2) Raised 4th and ad, and lowered 6th steps, in 
major (117). — ^3) Goieially, the 7th, or the 7th and 5th, of the dominant chord are en- 
harmonicaily changed (see the first measures); but here, owing to the unusual location (or 
agnatures) of the keys (B major progressing into a-skarp minor), the 7th remains, and the 
kwer intervab are changed. — *4) The resolution into the I is the more Intimate progie&- 
sion, because these are mixed chords. Bui the progressum into ihe dominani chord is more 
common, in practice; in which case, the parallel sths must be guarded against (usually by 
omitting the 7th of the mixed IV •— reducing it to the IV). See Ex. 163, note *2), note *4) ; 
and Ex. x8i, measure 4. 

Additional illustrations: 
1. Allegro 




MOZAKT 




SCHUBX&T 




E^ major 
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LESSON 64. 

A. Hannonize the following melodies, introducing a chord of the dim.-7th at each *, 
with enharmonic exchange at the following *, as indicated by the key, and according to £xs. 
177 and 178: 

1. 



C# : Bb 



2. • 



• • 



• * 



• » 



* • 



• • 





*i) The three lower parts together on the bass staff. 

B. Transfonn the dom. 7th-chord of every key, enhannonically, in exactly the manner 
shown in Ex. 180. 

C. Harmonize the following melodies, with an enharmonic change at each *, according 
to Ex. 180: 

1. 



^s 



'i hc^v^v^^^i^ UlW 



V f#- 



■IV# G V- 



a. n 



J r-^ 



( — "^ ritard. 




SUPPLEMENTARY EXERCISE. 

Harmonize each of the following fragments, in as many keys as may be found to contain the 
notes, either as legitimate or as altered steps: 



1. 



a. 



8. 



4. 



5. 



6. 





rriirrri i rrfi ^ 



9" 



*i) An excellent general rule for chromatic successions is, to harmonize the first tone 
with some (almost any) ^tonc chord, and the second tone with some dominant harmony. 
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DIVISION FOUR. 



INHARMONIC TONES. 
INTRODUCTORT. 



248. A chord, as a cluster of accordant tones, is defined in par. 28 as the 
combination of 3, 4 or 5 tones in thirds, or in inverted forms reducible to thirds. 
The simxiltaneous association of more than five different tones; or the as- 
sociation of even 3 tones in any other interval-relations than those embraced 
in the definition; or, in a word, 

the addition of any tone which is foreign to the legitimate 
(harmonic) chord-strttcture, results in a so-called inharmonic 
discord. 
For illustration: 



Chords Inharm. Discords 



Ex. 
182. 



T) * 7 ^ i^ Z2K i^ i^ :^ i^i lii: 



T5gr 

•a) «3) «4) «6) 



*i) Six different tones can not accord. — *2) Association of two seconds {0-4 and dre). 
— ♦3) Association of two 4ths. — *4) Two sths. — *$) These four harmonic bodies would 
be rendered inharmonic by the addition of the false tones (marked #), which are foreign to 
their legitimate chord-form. Review par. 24-28. 

249. The tone which is foreign to the chord is called the inharmonic dis- 
sonance, and it is invariably 

either the upper or lower diatonic neighbor of one of the 
legitimate chord-intervals. 

It is evident that the identity of an inharmonic dissonance can not be determined until 
the identity of the chord with which it is associated has been dearly established. For ex- 
ample, in the combination C'g-4 (Ex. 182, note *4), the d will be inharmonic if the chord can 
be proven to be the triad of C (c-e-g); but if it prove to be the triad of G (g-lhd) then the c 
is the foreign tone. The identity of the chord will depend^ as usual, upon its rdaUons to the 
adjacent chords, particularly to the one which follows, 

2B0. There are four varieties of the inharmonic dissonance, distinguished 
from each other by the manner in which they enter or progress, namdy, 
the organ-point, the suspension, the anticipation and the neighboring (or 
embellishing) tone. 



Par. 251. 



THE ORGAN-POINT. 



ns 



CHAPTER XLIV. 

THE ORGAN-POINT. 

SI61. The natural preeminence of the tonic of a scale renders it admis- 
sible to prolong {or sustain) that tone, for a reasonable length of time, whUe 
the other parts continue their harmonic progression, almost or qtiite irrespec- 
tive of the sustained tone. 

262. The tone thus held or reiterated during a series of chord-progres- 
sions is called an organ-point, and it will almost inevitably become inhar- 
monic from time to time (i.e., at those points where the other voices progress 
into a chord to which it is foreign). If the sustained tone is the tonic of its 
key, it is called a tonic Organ-point. 

2S3. Organ-points appear most naturally and most frequently in the 
bass voice, but are possible, especially when more brief, in tenor, alto, or 
even soprano. 

Rule I. The Organ-point should begin, and also end, as an harmonic inter- 
vol; i.e., it should not make a progression during any chord to which it is 
foreign. 

Rule n. It should not be associated with chord-progressions (or mod- 
ulations) which render it too obstinately dissonant, or protract its inharmonic 
condition past 3 or 4 consecutive beats, as a rule. 

Rule m. The other voices may progress freely, and modulate tran- 
siently into any related keys, but must all move as smoothly as possible. 

For illustration (tonic Organ-point in D major) : 

•1) «i) 

^^ I I n) 




Tonic 




136 THE THEORY AND PRACTICE OF TONE-RELATIONS. P«r. 254. 



*i) It is natural that the dominafU chords of the key should constitute the simplest means 
of making the tonic (as Organ-point) inharmonic. — *2)*3}*2) These measures illustrate dif- 
ferent forms in which the Oigan-point may be reiterated, instead of being simply hekL— 
*3) The modulation into f-skarp minor, though a next-related key, is somewhat doubtful, 
on account of the harsh dissonance involved. — *4) On the contrary, the modulations into g 
minor (the Stride) and d minor (the Opposite mode) sound perfectly well, for obvious reasons. 
— *5) This dom. chord of B-fiat is very harsh, because of its location on the accented beat 
It is, however, admissible, because brief. 

264. The dominant, which is barely less important than the tonic itself, 
may also be sustained or reiterated as Organ-point, upon the same conditions. 
For example: 




Dominant 

*i) The dominant note (as Organ-point) becomes inharmonic upon association with sub- 
dominant (Second-class) chords. Comp. Ex. 183, note *i). — *2) Dominant Organ-point in 
the soprano, as duplication of the bass. — *$) The first 4 measures might also he f minor » 

266. Occasionally both the tonic and the dominant are sustained together, 

as double Organ-point in the perfect 5 th; usually in the lowest parts. This 

is called the Pastoral Organ-point. For example: 

Chopin 



Ex. 
185. 

C major 






T T 





256. The other steps of the scale are not adapted to this mode of treatment, on accoimt 
of their comparative inferiority. Still, isolated examples of Organ-points upon the mediant 
or the sttbdominant occur, especially in modem composition, which are justified by the 
simplicity of the attendant harmony and modulation. For illustration: 

*i) 




C maj. a min. 



C maj. 
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"^i) The analysis of other ioharmoBic tones, like this brief a and c, will be shown later. 

Additional illustrations: 

1. Andante Bkkthovbn 



/'Ex. 
187. 



^'■■jNi-ljj-l^j Ij 



^^FTi'^'i. 



* 



1 



Tonic Org.-poiiit 




2, AlUgro 



Bbethovxn 




D maj. 

8. Allegro 
♦1) 



Schumann 

•8) 




Tonic Org.-point ' ' i 

*i) In this curious modulation, the tonic («) is transformed into a leading-tone (par. 332). 
— *2) Transition from one dominant chord into another (par. 235). — *3) See £z. 186, note 

LESSON 66. 

A. Take a number of the 4-measure phrases from Lessons 9 to 36, and add to them first 
a tonic, and then a dominant, Oigan-point (in the lowermost, extra, part). The tonic may 
run through the whole phrase; but the dominant must begin upon some later accent For 
example (Ex. 76): 




f r 1 ^ r f ; ' r- ' 



■ ^ ■^/^/- | ^^M | ij^ 



Dom. Organ-point- 



r* 
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The most of these eiperiments may be made at the keyboard. 

B. Complete the following periods, by harmonizing the mdody with three parts — aU 
on the G-sta£f: 



1. Alligro 





8. Allegretto 



j | .i J i ^ ii 



rit. 



I ijrVlTrr i ^^,jiVa;3ij ii 





*i) Plagal ending. Comp. Lesson 44, note *$), — *2) One inner voice will suffice, ex- 
cq>ting at the two cadences, where the harmony should be fuller. '■'• 

C. Construct a number of original phrases and periods, with Oigan-points. 
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CHAPTER XLV. 

THE SUSPENSION. 

267. The soqienfldon is a tone which becomes foreign, or inharmonic, 
by being held over from the preceding chord. 

The tone which is thus sustained past the limits of its own chord, dis- 
places or defers (literally "holds in suspense") the expected Intimate tone 
of the following chord, hence the appellation Suspension. The displaced 
tone is called the siispended tone, and it must obviously follow immediately, 
as resaltUion of the Suspension, The Suspension is the Neighboring-note 
(par. 249) of the tone which it defers. 

268. For this reason, the prolongation of a tone as Suspension can take 
place only in a voice which has a diatonic (stepwise) progression. And unless the 
prolonged tone becomes foreign in the following chord, it will not produce 
the impression of siispension. 

For illustration (^ven the chords tonic-dominant in C) : 

Thee of the I, - ^ . - ^ . 

by bong held ^•^' ^- *' 

over into the L I I L I 
V, becomes 3pil^aCE3 
inharmonic. It ~g 
''suspends" d I 
(the fifth of 
the V) whose 
place it u- 
suips, and to 
which it must 
sooner or later 
7 give way. 
I V Thus: 

*x) E is the suspension, and d is the suspended or displaced tone; the Suspension b re- 
solved (stepwise) by progressing into this d. — *2) *2) The form (or inversion) of the chords 
has no cisefUial influence upon the Suspension. — *3) The same Suspension may occur in either 
inner part, nearly or quite as well as in soprano. — %) In bass, Suspensions are somewhat rare. 
— *5) Play each example in minor, also. 

269. In these same chords (I-V), the tone c may be held over, as Sus- 
pension of b (the third of the V or V), to which it will diatonically descend, 
as resolution. Thus: 




s. 





I40 
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*x) Comp. Ex. 189 (note ^a). The effect b substantially the same whether the dom.- 
seventh or the 6xmk,4nad is employed. 

260. If the tone; is held over from the I into the V or V^, U wUl not became 
inharmonic f because it is the common tone. But if held over into the V^, 
the g will be a Suspension. And the tone e can be sustained, as Suspension 
of/ (the seventh of the V), in which case it will resolve diatonically upward. 




and minor 



*z) G is the common tone between I and V, or V^, and does not produce the effect of a 
Suq[)eDsion. — *2) In connection with the dottL-nitUh, however, the ; becomes inharmonic. — 
^3) This Suspension, e, resolves upward into / (as well as downward into d — £z. 189}. — 
*4) Ex. 189, note %). 

261.^ The tones c and e^ in this same chord-progression, may both be sus- 
tained, as double suspension. And, on the same principle, triple and even 
quadruple Suspensions are obtainable. For illustration: 



Ex. 

192. 

C major 

and minor 




■= — z g 9 » <9 g I :« iT 



n) 






^^ 



f 




I V 



*z) If the c and e are held over into the triad V (instead of the V^ or V ) they do not 
become inharmonic, and therefore do not create the distinct impression of a Double suspen- 
sion, though virtually they are nothing else. Compare £z. 108, numbers z, 3, 4, 5. — 
*2) Triple suspension. — ^3) Quadruple suspension. 

262. Rule I. Any interval of any chord, in any voice which progres- 
ses diatonically (downward or upward), can be sustained (or repeated) during 
the change of chord, as Suspension. Compare par. 258. 

Rule n. The Suspension usually appears on an accented beat of the 
measure; or, if not, it miist always be at least more accented than its resolution. 
With this exception, the length (or accentuation) of the Suspension is op* 
tional. 
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Rule HI. The Suspension and the suspended tone (its resolving-tone) 
should not, as a general principle, appear simultaneously in different voices. 
This, however, applies only to those cases in which the suspended tone is 
an inferior step of the scale, the duplication of which would be avoided in any 
case. For illustration: 



RULB II 



RULS III 
*2) 




*i) Suspension on the unaccented second beat, and resolved on the' accented third 
beat. -— *2) Palpably wrong to anticipate the resolution of the Suspension in soprano by 
the simultaneous d in alto. This example would be correct, however, if the Suspension (e) 
were to ascend into /. — *3) This is equivalent to a doubled leading-tone. — *4) Good, be- 
cause the duplication involved is that of the tonic (c), — *$) If there is any doubt about the 
case, simply suspend the tone in both parts (as here the e in both soprano and tenor). 



Additional illustrations: 



yr 



1. AlUgro ScHUBXRT a. Moderato Schubbrt 






te 



Ex. M 
194. > 



^ 



m\.mj..w>m 



'>t^\{ f f It \ % 






8. Largo Bksthovxn 



^ 



c I V I n I V V 



y p p 



tis:^ 



^ 



I 



4j:|' 'j 



CI Hi la V I 



AlaV 



VI 



LESSON 66. 



Write out the following chord-progressions, in 4-part harmony, introducing a Suiq)en« 
sion on the accented beat; at first a single Suspension in each adapted voice, successivdy; 
then Double, and Triple suspensions if practicable. The rhythm, and (unless indicated) the 
inversions, are optional: 
Gmajor: 1 1 V || Dminor: 1 1 qV® || Fmajor: V 1 1 1| Bminor: qV® | 1 1| 

Eb major: V© 1 1 1| C# minor: V' | VI |I A major: IV 1 If || C minor: IV | V || 
Db major: Hi 1 1. 1| 
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LESSON 57. 

A. Harmonize the following melodies and basses, with reference to the subjoined ex- 
planatory notes; modulate freely, as indicated, and at option: 

1, Lesson lo, No. a. 2. Lesson lo, No. 7. 




7. 



i 



^ 



f L rii" ^f ^ 



8. 



s. •©) VI " m IV 

bb min 



^iJ.i^iJrrMa 



s. ] 



f min. 



•7) «e) 




Pm. a«3. IRREGULAR RESOLUTJOIfS OF THE SUSPEtfSIOlf. 



M3 



*i) The first two melodies aie taken from Lesson lo, as shown. Compare them with 
the tmimbellished originals; and make similar experiments with other former melodies. — 
*2) Every note that is thus repeated (whether tied or struck) may be treated as Suspension, 
by harmonizing the following tone in its place (exactly as in £zs. 189 to 193). The original, 
simple, form of the third melody, before it was embellished by Suspensions, was thus: 




*3) Susp. on the ist and 4th beat of each measure. — %) The dot is a Suspension. Comp. 
note *6). — *5) In this melody. Double suspensions may occasionally be used. — *6) Each 

dot is to be a Suspension, as if the notation were J>w^J J throughout. — *7) Suspen- 
sion in alto. — *8) Susp. in tenor. — ^9) Double suspensions in soprano and alto. 
B. Construct Original phrases, with Suspensions. 



CHAPTER XLVI. 

ntREGULAR RESOLUTIONS OF THE SUSPENSION. 

263. Simultaneously with the diatonic progression of the Suspension into 
its resolving-tone, the other voices may make any smooth progression which 
does not interfere with the resolution of the Suspension. This progression of 
the other parts,^at the moment when the Suspension is resolving itself, may 
be limited to a simple alteration of the form or inversion of the same chord; 
or it may effect a change of chord, or even of key. For illustration: 



S.*l) 



S. *a) s.«a) 




V ^ V oV C VaoV C \^ eV' Modulations 



*i) While the Suspension (e) is resolving to d^ the bass progresses in such a manner as to 
alter the d.om.Ariad to a dom..'Seventh; in the next measure, to a dom.-n«ffM. — *2) During 
the resolution of the Suspension (c), a modulation is made. 

264. Other licences of resolution, such as the prolongaHon of the Suspen- 
sion — the indirect resohMon (through an intermediate tone of the same 
chord) — and the exchange of Double suspensions, are possible, but of com* 
paratively rare occurrence. For example: 
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S. — — 



s.— 



S.r— rat* 



S. — 




7 7 7 

CI V IljfbV V 

*x) The Suspension (c) in soprano b prolonged for 3 beats, before its resolution into h 
takes place. — *2) All three Suq;>ensions are prolonged, while the bass progresses. — *3) The 
Suspension (<0 is resolved indirectly to c, through the lower g^ which b a part of the same (re- 
solving) chord. — %) The Double suspension (i and/) chuages voioes. 

LESSON 68. 

Harmonize the following melodies, with reference to the subjoined explanatory notes : 
1. 





g I fg 



^^ 




t 



^^C5^ 



g^ 



s: 




*x) JSocA repealed note, whether tied or struck, is to be a Suspension, as in the preceding 
Lesson; i.e., the following tone is harmonized in its place. — ^2) During the resolution of 
each Suspension, one or more of the other voices may progress, as in Ex. 195; i.e., the fol- 
lowing tone may be harmonized independently. — *3) The second i6th-note is simply in- 
terposed, as in Ex. 196, note *3). — \) Triple suspension. 



CHAPTER XLVn. 

ntREGULAR mTRODUCTION OF THE SUSPENSION. 

266. A Suspension is not obliged to appear as repeiUian or prolongation of 
the preceding tone, in the same part, but may enter with any reasonable 
skip (best from below), as ''unprepared" Suspension. As the Suspension 
must be an inharmonic tone which belongs to the foregoing chord, it is neces- 
sary to observe the following rule: 



Par. a65. IRREGULAR INTRODUCTION OF THE SUSPENSION 



US 



The original tone (the preparation of the Suspension) must either occur 
in some other voice, in the preceding chord, or must be understoodj as possi- 
ble interval of the latter. For example: 



s. 



C major ) 
and minor 



••) 



f 



! mainr I Ki ) i 



i 



•i) 



•X— ^ -^m iig^l 




' V 7 7 7 

IV VI IV lo VI II V V I 



*i) The e in soprano, although it is not repeated, or tied over, from the preceding beat 
(as in Ex. 189), is a Suspension, referring to the foregoing e in alto. — *2) The/ in soprano 
is a Suspension, because its preparation is understood^ as possible seventh of the chord be- 
fore. — *3) A possible 7th of the preceding n. — *4) The unprepared Suspension does not 
sound as well in an inner or lower voice, as In soprano. — *5) Play each example in minor 
also. 

Additional illustrations: 



1, Allegro 




*i) 



Beethoven 
S. 



W^Ff 



«=i 



m 



i 



7 

V 



7 

V 



f 







i r I f r'r 7 ^ ^ i ^ =^^^ 



a. Adagio 
S. 



Beethoven 
S. 




.jjii i j.,,]]! Q\\^ ^m 



8. Allegretto Beethoven 



t f t' "" ' 



^F 





^M 




— i 



i. 



m 



I 




it 



^ 



se 



Abl V 



7 
V 



*i) The OrjUU in soprano may be regarded as an understood ninth of the foregoing domi- 
nant chord. But it is more rational to analyze it as a Neighboring-note (of g), pure and 
simple. AU unprepared Suspensions may be, and perhaps should be, analyzed as Appog- 
giaturas (par. 277). See, again, par. 249. 
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LESSON 69. 

Harmonize the following melodies, with reference to the subjoined notes: 






^^ 




6. c c c c S. S. S. 

f\ 1 i i tT*'''^ '"^ 



*i) The accented note becomes a Suspension by harmonizing the following note in its 
place, as usual. Bv^ the preceding (unaccetUed) fone must he harmonized with some chord 
which contains f or might contain, the Suspension. See par. 265. — *2) An additional (Double) 
Su^>ension, in alto or tenor, niay in many places accompany the soprano Suspension. — 
*3) Triple Suspension. 



CHAPTER XLVm. 

THE ANTICIPATION. 

266. The Anticipation is a tone which appears in advance of the chord 
and beat to which it properly belongs. It may appear in any part, but al- 
ways sounds most natural in the soprano. Though possible at any point in 
the course of a phrase, it is perhaps most effective at the cadence. 

Rule. The Anticipation invariably appears on an unaccented beat, or 
unaccented fraction of its b^t. The more brief it iSj the less danger there 
will be of a misapprehension of the harmony and rhythm. Comp. par. 262, 
Rule 2^ 
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For illustration (given the chords tonic-dominant in C): 

Ant. A. A. 



m 



Ex. ^ I 
199. / 
C major 

and minor i ^^^ J 



^ The h is inhai> 
ZZ monic, or for- 



dgn, in the I. I 
It "anticipates'' 
the third of the 
V, into which it —J 
is immediately 




r 



r^f^ 



I) 



I L/' ^ ••— - IS mmiediately — ;= « > > > 1 

\ r r repeated. Thus: f- ^ I f p [ p f f II 



I IV 

*i) Double anticipation. In the next measure, triple. 

267. The Anticipation is usually, hd noi necessarily, an inharmonic (for- 
eign) tone. Being in reality only a modification of the rhythm, its relations 
to the chord-progression are comparatively immaterial. It is even possible 
to anticipate the whole chord, in all of the voices. The violation of par. 39, 
which this occasions, is generally counteracted by making the anticipating 
chord very brief. For example: 

1. Menuetto Beethovsn 2. Menuetto Bkbthovxn 

•2) *a) S. 




G I V I 

8* Andante 



Eb I 



Haydn 



{ •a) •!) n) •8) ♦a) •a) 



{ •a) •a) n) •a) ♦a) •a) 

D V ^I ^ni ^la ^V ^I 



4. Presto ^^^ 



Mendklssohn 




n 



0^ 



z 




^ 



B 



a 



i 



p^ 



•a) •a) 



•1) 



Later; 



E I- 



E e I ^V 
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*z) An inhannonic Anticipation, — foreign to the chord. — ^2) An Anticipation which is 
not foreign to the chord in which it occurs; but nevertheless an "anticipation." — *3) An- 
tidpation-cAofcfy; because they are too short to create the impression of true chords. 

268. The free or irregular Anticipation is one which, instead of remain- 
ing upon the note which it anticipates, progresses into another tone, usually 
with a skip downward. The anticipated note should appear in some other 
voice, in the following chord, or it must be understood, as possible interval 
of the latter. See par. 265, Rule, of which this is exactly the reverse. For 

illustration: 

1. Haydn 2. Andante Brahms 8. Brahms 




g:tu:r"^^ ^/'" 



G I ^ VI eft I V— I f# I V— I Co^ I 



g» I V- I f # I V-I 

*i) The c in soprano is an Anticipation of c in the following chord (tenor). The irregu- 
larity consists in its progressmg with a leap. 

LESSON eo. 

Harmonize the following melodies, with reference to the subjoined notes: 
1, Lesson 10, No. 2. 2. Lesson 10, No. 8. 



i4*(irJ?JjiJilJ ii Aiilr"f i r&|JJ;3iJn^ 

^ •!) ii) (sT^ •a) ^ ^ \j^:z ^ 



•1) •a) 

8. AlUgritto 
•a) 



Mn^ JP i J Tf i f^jguju!^ 



Hi 
4. Andante 

•8) 



W 



g minor Eb V^ CqV «4) ''^•^* ^^ 



g minor- 
6* Maestoso 



*4) 

b- 



•5) V, nV 



•5) 

6. Lento 

•a) 



1 o 

*8) 



• .^ ... V ab V Eb ^ Ab Vb I 



Tonic Organ-point in bass. 
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7, Largketto 




Tonic Organ-point in tenor. 



*i) The first two melodies are taken from Lesson 10, as shown. Compare them with 
the miembellished originals, and make similar experiments with other melodies. — *a) Each 
i6th-note is to be an Anticipation; that is, it is not harmonized <U ail (see Ex. 199). — *3) Each 
8th-note an Anticipation, throughout. — *4) The altered IV of B-flat. — *$) Each single 
32d-note an Anticipation. — *6) Irregular Anticipation (par. 268). — *7) Anticipation- 
chord (all four parts) at the end of each slur, throughout. — *8) Mixed IV of d minor. 



CHAPTER XLDC. 
THE NEIGHBORING-NOTE. 

269. As stated in par. 249, every inharmonic tone is the upper or lower 
diatonic neighbor of one of the legitimate chord-tones. The special designation 
Neighboring-note has been adopted by the author to indicate that simple 
form of melodic embellishment in which 

either the upper or lower inhaimonic neighbor alternates briefly with the prin- 
cipal (harmonic) tone. 




*i) The Neighboring-note is eveiywhere indicated by o. The harmonic interval which it 
embellishes is called the principal tone. 

270. This alternation of harmonic and adjacent inharmonic tones may 
be applied to any interval of any chord, and in any voice^ subject only to the 
general conditions of rhythm. It gives rise to a niunber of different melo- 
dic groups, prominent among which are such conventional "grace-notes" 
as the Trill (long or short), the Mordent, the Turn, and other familiar Em- 
bellishments, but embracing also a great variety of special ornamental figures, 
whose importance and efficiency in enriching, adorning, and enlivening the 
primary harmonies can not be overestimated. 
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^71. RuLS I. The Neighboring-note enters from (i.e., follows) its own 
principal tone, and alwa3rs retoms to the Utter. 

Rule n. The upper Neighboring-note is generally used when the di- 
rection of the melody, into the neict tone, is downward; and, inversely, the 
lower Neighbor when the direction is upward. In other words, the Neighbor- 
ing-note should lie opposite the next essential melody-tone. 

The accenkd Neighboring-note is more prominent, and sometimes more 
effective, than the unaccented one; otherwise the rhythmic location of a 
Neighboring-note (on or between the beats) is immaterial. (Comp. par. 275.) 

RXTLE m. The upper Neighboring-note should agree with the scale repro' 
senkd by the momentary chord (more rarely, with that of the next beat). 

The lower neighbor may also agree with the scale, but it is usually the 
half-step. 

The leading-tone, however, is almost invariably embellished, both above 
and below, in accordance with its scale. For example: 




ffl i if^-^ii i ^i w fe i 



f •!) f- •») f- n) 



RULB II 



«4) n) 




RULB III 



^ 00 C •o) A|> •o) E major 



£ major 




^^ 



N. B. 



i=f^i=^ 



r II 1 J J 




W 



i 



-Mtor: 



Leading-tone (C maj.) 



^•0) 



*i) The Neighboring-note d must return to e, its principal tone. — *2) The unprepared 
Neighboring-note will be explained in a later chapter. — *3) The embellishing groiq> may 
be thus extended by any leaps which conform to the chord. — %) The upper Neighboring- 
note, before a descending progression. — *$) The lower Neighboring-note is possible, but less 
smooth in this connection. — *6) Whether the upper Neighboring-note is to be a whole 
step or half-step, depends upon the momentary key. — *7) These bwer Neighboring-notes 
all agree with the scale (B-fiat major, in this case). — *8) A half-step, contzaiy to the scale; 
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this is more common, and more graceful — *9) The Neighboring-notes must imonMj lep- 
resent the next higher or lower UUer, — *io) C major; but also valid for t minor, with f-jfol 
ando-j^. 

272. These embellishing tones may appear simultaneously in two or more 
parts, as double or triple Neighboring-notes; or even in all the parts, as Neigh- 
boring-chord. These and other forms are exhibited in the following example: 



1. Allegro 



CZBRNY 2. All*. jBNSSir 




CI ViIVi la 



8. Andanti 



Mbndxlssohn 




4. Allegro 



<^ 



Clxicxnti 



J 



i 



^^ 



-«- 



(^^^ 



ra 



A I- 



•1) 




7 

-V 



i 



5. Afulante 



£b I 



Beethoven 




152 THE THEORY AND PRACTICE OF TONE- RELATIONS. Pttr. STa. 



6. AlUgreiia 



BirTHOVBN 




m 



LI iTrifTT^ 



FI- 



7. Andante 



Brahms 




CL 



VI, 



IVi 



n, 



DI- 



*i) Double Neighboring-note. — *2) Neighboring-chords; they are too 6r«r/ to be essea- 
tiaL — *3) Accented Neighboring-chords. — *4) Here at) and ab appear together — ab as 
7th of the dominant, in bass, and ai| as lower Neighbor of 6b (the root) in soprano. It would 
be impossible to define the multitude of combinations, or tone-dusters, that result from add- 
ing Neighboring-notes to the legitimate chord-forms. In his studies in Analysis the pupil 
will encounter many extraordinary tone-shapes, which are easily accounted for in this simple 
way* Glance at Ex. 211, No. 6, for instance. 



LESSON 61. 



1. Lesson 10, No. 4 
Soprano 




rn\! ^^(D\!p^iji\M 



2. Bass 



Hx.wf%. 



THE NEIGHBORING^NOTE. 



m 



8. SOFItANO 

n) 





4. Alto 



mi\^di \ m,Tn\^ 



H) 



I W'm.^ 



IV 



cI 





6. Tbnor 



W' JM3 J3 





-Bt- 






*i) This melody, in its original unembellished form, will be found in Lesson lo, No. 4. 
Add the three lower parts, in the usual manner. — *2) Add the three upper parts to this 
''running bass," togeUier on the G-staff. One mdody-note (and chord) to each sIuTj stricUy, 
The Neighboring-notes are readily definable. — *$) Harmonize this embellished soprano in 
the usual manner, one chord to each slur. — *4) Add soprano, bass and tenor to this running 
alto. It will facilitate the task, to reduce the given part first to its original, unembellished 
l> I) I etc. — ♦5) Here the alto pauses and the tenor takes up 



form: }~(JJ3^ 



each alur. Hist reduce it» 



ft # t m • p * -—-.the embellishment. — *6) Add soprano, bass and alto 



this running tenor; one chord (and soprano note) to 
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CHAPTER L. 

THE PASSING-NOTE. 

273. The Passing-note is an inhannonic tone which is touched in '^pass- 
ing" step wise jrom one chord-tone to another. Hence it serves to connect 
two different chord-tones. (Comp. par. 271, Rule I, for the distinction be- 
tween the Neighboring-note and the Passing-note.) 

274. a. This connection is ahnost always made diatonically, along the 
momentary scale; but occasionally it is also made chromaiicaUy, especially 
in ascending succession. Descending chromatic Passing-notes should, as a rule, 
be avoided. 

b. Two, or even more, Passing-notes may occur in immediate succession 
if they follow each other stepwise in the same direction. This will depend 
upon the size of the harmonic interval to be filled out, and also upon the choice 
of diatonic or chromatic Passing-notes. For example:: 

•1) 

+ 



Ex. 

CmajorB^ 



i 



n n J ii j 



i 



« ^ ^ 



r 



u^^ 



•a) 



f 



r 



C I 



IV 



1 



^M 



i 



m=i 



ry 



•») 






*i) The Passing-notes are indicated by 4-. — *2) Two Passing-notes in succession. — 
*3) Descending chromatic tones are generally written with flats, excepting the one immedi- 
ately below the dominant of the momentary key, which is written, as here, as raised 4th step 
(in C, as f-sharp). — *4) Four chromatic Passing-notes in succession. — *$) C minor; the 
change of notation in the minor mode is significant. The notation of chromatic Passing- 
notes should conform to the scale of the momentary key, or to its altered st^s. 

276. In the above example, the Passing-notes are all unaccented; i.e., 
they stand between the beats, as light fractions. But they may also occur 
at the beginning of the beat, as accented Passing-notes, and are then usu- 
ally more effective than the former, because more conspicuous. For illus- 
tration: 



Ex. 
206. 

C majofl^ 



i 






;=3 




1 



f^ 



n) 



¥^^ 



r f 



Par. •}•. 



TffS PASSIlfG-NOTB. 
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^ ei I I 

r- 

♦i) The accented Passing-note is indicated by X. — *2) These measures are all valid for 
c minor (with e^JkU and a-JUU), excepting this beat and the next, which would read a-flai and 
b-JUa. 

276. Rule I. UDaccented Passing-notes are admissible and effective in 
any part. Accented Passing-notes are best in soprano; in the inner voices, 
or in bass, they are apt to obscure the harmonic sense, and must therefore 
be carefully tested, by ear. 

Rule II. Passing-notes usually necessitate the subdivision of their beat, 
and are therefore subject to the rule of rhythm given in par. 38, namely, 
the ligM beats must be broken first, so that the imbroken beats (if any remain 
unsubdivided) are the heavier ones of the measure. 

Rule III. Successive perfect jths or 8ths, which may result from the 
insertion of Passing-notes, will be objectionable only in case the second sih 
or Sveis perfect and harmonic. For example: 



Ex. 
207. 



CI V V V V I 



-nmSOBPTBD- 



•«IVTB8 AMD OOTAYIS: 



f 



^1^ 



f r 



W" 



vi'*'iv 



C I V V V V I 

A few of the very numerous forms of embellishment with Passing-notes 
accented and unaccented, are exhibited in the following example: 

1, Allegretto J. S. Ba ch 



Ex. 





i 



t 



GI- 



-IV 



7 
V 



, Allegro 




Beethoven 






3 



i 



+ X 
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Chopin 

8va 




4. Junto 



Chopin 



5. Allegro Chopin 




e. Allegro 



Chopin 



). S. Bach 




E I- 



-rV,— VV I e mln. I 



8. Allegro 



p^lt \ } r ff f^^ 



U ■!■' 4- 



Chopin 




Par. 276* 



THE PASSING-NOTE. 
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*i) The lowered second step {f) of c-sharp minor. — *2) Double Passing-notes. — 
*3) Passing-chords. In such rapid tempo they are too brief to be essential. Comp. Ex. 
204, note *2). — *4) The descending chromatic tones are intercepted Passing-notes, sepa- 
rated by the reiterated e. — *$) Repeated Passing-notes. — *6) G>mp. Ex. 204, note *4). 

LESSON 62. 

Elaborate the following melodic sketches as Running soprano, in a uniform rhythm of 
first 2 notes, then 3 notes, 4 notes or 6 notes to each beat, as indicated; using Passing-notes, 
unaccented and occasionally accented. Neighboring-notes, and (when vmavoidable) harmonic 
(chord) tones. The lower voices need not be added. 

By means of Neighboring-notes, any single tone develops into a group of 3 or 5 (7, 9) tones, 
thus: 



\ i) r- d j^d^ 




8 



without involving the question of space (interval to the next essential tone) at alL These 
groups can then easily be extended to 4, 6 (and more) tones, by adding Passing-notes or 
harmonic (chord) tones: 



Given : Embellished : 

+ 




Embellished ; 

+ 



harm. 




EXERCISES. 



1. 



y 



m 



(2, 4 and 6 notes to each beat) 



^ 



«8) 



is 



2. (3 and 4 notes 



•1) 



*a) 



m 



to each beat) 



^fS 



I 



8. 



(3, 4 and 6 notes to a beat) 






^ 



•1) 



IK 



I 



n) 



*i) The cadence-tone is not to be embellished. — *2) Review par. 271, Rules 11 and in. 

*3) The given melody-tones should appear, as a rule, upon the first fraction of their re- 
q)ective beats — where they stand; occasionally, however, they may be shifted to the second 
fraction — not beyond. 

Further experiments may be made with any melodies from the earUer Lessons. 
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CHAPTER LI. 

THB APPOGGIATURA. 

277. The Appoggiatura is an unprepared neig)iboring-note, which is 
simply filaced before its principal tone, wUhatU reference to what precedes^ i.e., 
without r^ard to the manner in which the Neighboring-note enters. Comp. 
par. 271, Rule I, for the distinction between the regular Neighboring-note 
and the Appoggiatura. 

N.B. The distinction is purdy theoretical, and has no practical value. As stated ia 
par. 349, eveiy inharmonic tone is a Neighbor, no matter what specific name it may assume. 
The student is therefore advised to adopt the generic term ""Neighboring-note" for the 
Appoggiatura — and also for the unprepared Suq)ension (comp. Ex. 198, note *i). 

278. Either the upper or lower Neighboring-note may thus precede any 
chord-tone; it may be long or shorty and although it usually stands upon the 
accented fraction of its own beat, it may also appear upon an unaccented frac- 
tion of the preceding beat. For illustration: 




•a) " ^ — ^ ••) 

*i) These measures are all valid for c minor also (with e-fiat and a-JUU), excepting this 
d'Skarp, — *2) It is usually possible, and always effecUvCj to substitute a rest for the first 
(accented) tone of an embellishing group. — *3) When very short, and accented, the Neigh- 
boring-note is called an Acdaccatura. — %} The choice between upper and lower Neighb.- 
notes may conform with par. 271, Rule II; or, as exception, the figures may all run in the same 
form. In the first case the groups will be regular; in the other case, uniform and symmetrical. 
though irregular. 

DOUBLE APPOGGIATURA. 

279. Upon the same principle, both the upper and lower Neighboring-notes 
may successively precede their common principal tone, as double appoggia- 
tura. And here again, both the duration and the rh3rthmic location of the 
inharmonic tones are entirely optional. Thus: 

6" 




£z. 309, note *4) 



Pax. a8o. 



DOUBLE APPOGGIATURA. 
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280. The rules for the treatment of the Appoggiatura correspond largely 
to par. 271, Rules II and III, which review. But see Ex. 209, note *4). As 
to the Double-appoggiatura, note that one Neighbor leaps a third to the 
other, and the principal tone, common to both, follows as resolution. 

This mode of embellishment in its manifold phases is illustrated in the 
following example: 

1. Vivaci 




v l " I - 



f 



5 



r 



c I- 



BSETHOVEN. Op. 120 



2. Allegretto 

8 



BSETHOVSN 




8. Presto 



BSXTHOVBN 



4. All\ 



Schumann 




C IV I 
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5. AlUgro 



6. Vtvaa 



Chopin 




F I 



€ I- 



7. Allegro 



/^^ 








i 



fc^J: 







P o 



•4) 



^ 



Bbstrovsn 



' f r r f> r v-f1^-~ll 

J o o ^ 



c ni 



BSKTHOVEN 



8. AlUgro I 5 




Bb I 



9. Pnsto 



Chopin 
o -#■ 




Par. aSi. 



EMBELLISHMENT IN ALTERNATE PARTS. 



l6l 



lO. Allegro 



Chopin 



U. Andante 




Chopin 12. Agitato 



1 




>o o o o 



1 r 







o o 



•o) 



H i j- — \* 



t 



Chopin 
5: — • 



^ 



i 



£ 



iljii. i 



fe 







^^ 



w 



m 



^ 



7 
n- 



t 



aL 



7 



*i) This unprepared Neighboring-note (g) illustrates the resemblance which frequently 
exists between the Appoggiatura and the unprepared Suspension (see par. 265). — *2) The 
J'sharp is in reality an accented Passing-noXjty but its effect is precisely the same as that of 
the adjoining Appoggiaturas. Observe the effective chromatic Passing-notes in bass. — *3) 
Double appoggiatura. — *4) B^natural, and not b-flaty because the chord is distinctly in C 
major and not in d minor, — *$) A Triple appoggiatura. — *6) An extraordinary passage. 
Each Neighboring-note in soprano is repeated (comp. Ex. 208, note *5), and accompanied by 
an additional Appoggiatura in tenor. The second chord contains the raised 4th step (d-sharp), 

LESSON 68. 

Take the three melodic sketches given in Lesson 62, and elaborate each one as Running 
soprano, as before, in a rhythm of two notes, then three notes, and then four notes to every 
beat (excepting the cadence-tone), according to some of the embellishing figures shown in 
Exs. 209 and 210. Simple chord-accompaniment may be added, on the lower staff. Also 
experiment with acme short melodies of the earlier Lessons. 



CHAPTER LH. 

EMBELLISHBIENT IN ALTERNATE PARTS. 

281. When these various classes of auxiliary tones are employed in alter- 
nating parts, with a view to the embeUishmeni of the entire harmonic structure, 
the following rules must be observed: 



l62 
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Rule I. The adopted rhythm (of two, three, four or more notes to a 
beat, as the case may be) must be adhered to throughout. That is, every 
beat must be subdivided, in some voice or other, in similar rhythm; only 
excepting an occasional interruption at an accented beat, if desirable. 

In soprano, on account of its prominence, the rhythm should be regular, 
as a rule, irrespective of the other parts; i.e., only the lighter beats should be 
subdivided in the soprano. This restriction is neither possible nor necessary 
in alto, tenor or bass. 

RxTiE n. The embellishing rhythm must not continue in any one voice 
longer than one or two (or three ) beats, after which some other voice must 
take it up. The choice of voice is optional, and will depend upon circumstan- 
ces, and upon the taste or judgment of the pupil. Two (very rarely three) 
voices may occasionally embellish simultaneously; probably in the same 
rhythm, but not necessarily. 

Rule m. Parallel and intercepted 5ths and 8ves must be avoided, ac- 
cording to par. 276, Rule HE, which review. 

Rule IV. Ties shoidd be freely used, especially from a light beat over 
into an accented beat. They are most effective when they give rise to a Sus- 
pension. It is, however, usually awkward to tie any short note (less than a 
half^beat in duration) to the following tone. 

A similar advantageous effect is produced by a rest, which, as stated in 
Ex. 209, note *2), may generally be substituted for the first note of an em- 
bellishing group. Observe the directions given in Lesson 62. 

LESSON 64. 

Embellish the following phrase three times , first in a rh3rthm of 2 notes, then 3 notes, and 
then 4 notes, to each beat. Employ Hannonic tones, Neighboring-notes, Passing-notes 
(espodaJly unaccented), and occasionally Appoggiaturas — with reference to the above rules, 
and to the subjoined model (Ex. 212): 



^ 



■ i>j^ijj-j 

( >>>"!/ f I f r 



rWSt'fff-HTi 






r^? f ' rt f X 



MODBL 

Ex. 
212. 



- 2 notes to a beat I .^^ 3 notes 

< •1)1^0. I ,etc j-4 



'J ru i r.n 



( M-Q^-lgr 1 ^ 



Par. sSa. 



HARMONIZING OF BMBBLUSHRD MELODIES. 
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4 notes 




*x) Each of these fragments r^resents but one of a very grgat number of possible elab- 
orations; they are to be imitated, but not copied literally. — *2) The ties, given in the 
original, may, as here, be removed by the embellishment. — *3) See par. 371, Rule III; 
here, the prevailing scale is momentarily that of £b, therefore the upper neighbor of g must 
be a^JUU. — %) Continue the given rhythm during the first beat of the cadence-measure. 



LESSON W. 



A. Elaborate the f(^owing phrase three times, as in Lesson 64, with first two, then 
three, and then four notes to each beat. Review par. 271, Rule III: 




w 



B. Elaborate, similarly, some of the completed (4-part) phrases of the earlier Lessons; 
or construct Original phrases, in embellished form. 



CHAPTER Lin. 

HARMONIZmO OF EMBELLISHED MELODIES. 

282. Before determining the chords for the harmonization of a florid 
melody, it is necessary to reduce the melody to its original unembdlished form. 
Such notes as are obviously (or probably) only ornamental inharmonic tones 
will not be harmonized at all, and may therefore either be omitted or im- 
agined absent, while choosing the harmonic basis. 

283. Tones of short time-value, especially in diatonic or chromatic suc- 
cession, and tones with acciderUals (imless distinctly indicative of a modula- 
tion), will probably be inharmonic, and unessential. On the other hand, all 
comparatively longer tones, and all tones which progress wilh a skip, will 
generally prove to be harmonic, and essential. The indications of a Sua- 
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pension or Anticipation have already been given. Aside from these very 
general principles, the pupil will be best guided by his judgment, e]q)erience 
and taste. 

LESSON ee. 

Harmoniase the following florid melodies, with reference to the subjoined notes: 
1. Allegretto 




4. Moderato 



i ,|Vj?-^3ji i 4irj_ ^ 



«i) S. 






1 .! ^ ^'J^ r kl ^_ 



8. AlUgrtUo 



n# ii 




n)*!) 



P«r. «83. HARMONIZING OF EMBELLISHED MELODIES. 



i6S 



^ 



^^ 






Db V I 



AMi 



*i) One bass note (and chord) to each slur; or, the student may ignore the slurs, and use 
his own judgment. An inner part may move, at any time. — *2) During six measures, the 

rh3rthm of the accompanying lower parts will be p^ | •^ | • — *3) ^h® t^"^®® lower parts 
together on the bass staff. 



LESSON 67. 



Continuation of Lesson 66: 
1. Andante 




2. Allegro 




Bla 





X X 



^^P^^^ 



^ 



1 66 THE THEORY AND PRACTICE OF TONE-RELATIONS, Par. 189. 




^u h ^^ l $ 




Gla 

*x) One bass tone (and chord) to each slur. The three lower parts together on the bass 
staff. — *3) One chord to each slur. — ^3) At each of the next 4 iMir-lines the embellishment 
alternates, as indicated. — %) ^ass. In the next measure, sc^rano again. Plagal ending. 

LESSON 68. 

« 

Harmoniase the following embellished basses, with reference to par. 283, 283, and the sub- 
joined notes: 
1. •!) 




Pftr. a&i. 



ANALYSIS, 
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4. Allegro 



^%tg'ffrfj'J7],pi 




6. Allegro 







Si 



^ 



'^f-brf ^f 



d^^'^'T ' f ] 




^i.>^af n ^ r. I i^. 




^1i; :7J ^ j ii 



""i) The first care must be to obtain a good^ melodious soprano, throughout, before adding 
the inner parts. Use one melody-note to each slur, and place the inner parts (the nimiber of 
which may occastonaUy be more or less than three) together on the upper staff. 



CHAPTER LIV. 

ANALYSIS. 

284. The following sentences are to be copied out and analyzed. The 
ke3rs (modulations), chords, and inharmonic tones (Organ-points, Sus- 
pensions, Antic^>ations, Passing-notes, Neighboring-notes, Appoggiaturas) 
must be accurately indicated, in the manner shown* in the forgoing examples, 
and given in parts of Lesson 70, No. i. 

RxTLE.I. Place the simplest construction upon every chord; i.e., de- 
fine it as tonic or dominant chord if possible; not overlooking the possibility 
of its being a Second-class (subdominant) chord, especially if Altered <x 
Mixed. 
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RxTiE n. Look forward. The identity of a chord depends upon what 
it dots^ i.e., upon what follows. 

Rule III. - Take the tempo into consideration.'^ What will produce^the 
effect of an essential tone or chord in moderate tempo (or upon a full beat), 
will probably be an unessential embellishing tone or chord, in very rapid 
tempo (or upon a short fraction of a beat). Every note must be accounted for. 



LESSpN 69. 

A. Mark eveiy inharmonic tone in the following extracts, with the usual signs (Oig.-pLy 
S.y Of +, X). The keys and chords are given: . 




1. Allegro 



^§p 



3}J. 

www jp 



r>;^'JwM} ^ 



jrj^Jy' .liMj^ ^ 




Abl- 



-bl^V 



(Bb I 

\E\^\ 1 fV 1- 



Sva 



Chopin 



a. Allegretto 




I fi^PlmflFl i ^^P]! 



7 
AbV- 



-f V- 



Abll 



Chopin 



8. Lento 



tfA>[;r-fffffrJ | ff a^ 




^ ^^— I— — a ^ I 1 % 



Pftr. 984. 
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Chopin 
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4. JLargo 




.V(EI) 



Chopin 




*x) Intercepted Passing-notes. — *2) The upper Neighbor of the Neighboring-note — 
raie, but sometimes fully recognizable. — *3) The diji^ in each part, is an Anticipation. 

B. Anal3rze Mendelssohn, ''Song without Words/' No. 12. — Beethoven, pfte. Sonata^ 
op. 13, second movement (Adagio cafUabUe), — Chopin, Prelude, op. 28, No. 3. 

LESSON 70. 

Continuation of analjrsis; review par. 284: 

1* Adagio 



iHllBJ i ^^lPilsl^ 



^m 







A\f I IV oV I- 



+ 77 



7 7 VA/ 

IV V T 




VA/ 



••) + 




fV I AbV I bbV I VAbVI 
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J. S. Bach. St Matthew Passion 
/»N . , I I I . /TS 




9. Aliigriito 



J-4-feT 




lifi'i^j/ i 'L^'i i 'i'^i i tiirnFff I 



;— M 





Haydn. (Symph., £-flat) 




8. Adagio molto 
tr 




ANALYSIS. 














BUTKOVXN. (Vaiiation) 


H 










'gvhj rrfr^'giiaji <rrf«ir — :■ — =1 — i 


^ 


a 


: 




rsTirr xvtwr\\ \t\\ — f — = — u 




kj ^ 


r^ n i:^^i 



*i) The Analysis of a few measures b giveii, as a guide. — *i) At this point the second 
Part of the chorale begins. The melody is an almost exact reproductioa of the first Part; 
but note the remarkable changes in its harmonization. The latter is prompted throtighout, 
as will be seen, by the independent melodic progression of the individual voices. — '3) A good 
example of cadence-modulation. — '4) E-flat major (or minor) V'.— "5) The modulation 
bto C is effected at this place, through what proves to be the IV of the new key. 



Continuation of analysis: 
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.rn^U, 




ff^^TT] , 



J. B. Cramxr. (£tude) 




a. Allegro 





Chopin. (Mazurka) 




♦i) The g-JUU in tenor is a Passing-note, which might be written f-sharp. — ♦a) Like 
note *x). The chord v^f-minof 1, with c-fl<U Qhnaiwral) as Passing-note. 



Par. a84. 



ANAL YSIS. 
LESSON 72. 
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Continuation of analysis: 
1. Lento 




^m 







Schumann. Op. 23 



( ^I'l' 1^ V^ i 





2. Modiraio 



^^jjT^j-rQ^ j^Sj^ 




f^rrf^r^ l JP'- 



C31 



GI- 



r 

Glazounow. Op. 75 




